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The purpose of this research was to investigate whether or not geography impacts 
the aesthetic themes of popular hip hop songs. This study was based on the premise that 
hip hop music is directly linked to the local culture in which it is created and that those 
culture differences are reflected in hip hop aesthetic variances. 
A content analysis approach was used to analyze the selected hip hop songs. Five 
aesthetic themes of popular Atlanta hip hop music were identified. The researcher found 
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and two of the aesthetic themes emerged as alternatives to current mainstream hip hop 
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DEFINITION OF TERMS 
Aesthetics: The branch of philosophy that deals with beauty or the beautiful, especially in 
art, and with taste and standards of value in judging art.' 
“Atlien A term coined by rap group Outkast in the late 1990s. The term refers to 
people from Atlanta and was the title of their sophomore album, “Atlien ’’s. 
“Atlien ” Voice: The combination of accent, dialect, and timbre that reflects Atlanta 
culture. 
Bass Music: A subgenre of hip hop created in Miami, Florida in the early 1980s. Bass 
music became distinguishable by its fast tempo and liberal use of the Roland 
TR808 which gives bass music its bass heavy sound. 
Crunk: A subgenre of hip hop made popular by music producer Lil Jon. The music is 
bass heavy with minimal lyrics and easily remembered chants. 
Distribution: The business through which a record label distributes its albums and 
products. 
East Coast Hip Hop: Commercially successful hip hop music created largely by New 
York based hip hop artists that included the following aesthetic themes: proclivity 
for aggressive sounding beats, heavy use of sampling, and pride in lyrical 
•y 
dexterity. 
'Kariamu Welsh-Asante, “Africanisms in America” in The African Aesthetic Keeper of the 
Traditions (Westport, CT: Greenwood Press, 1993), 8. 
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DEFINITION OF TERMS 
Funk Music: An outgrowth of rhythm ‘n’ blues music that developed from live 
performances. It is known for its fusion of heavy rhythms and dense textures with 
elaborate costumes and staging.3 
Gangsta Rap: The subgenre of hip hop that typified West Coast hip hop music in the 
1990s. Gangsta rap artists include N.W.A., Tupac Shakur, and Snoop Dogg. 
Gold Sales Status: A Recording Industry Association of America (RIAA) sales 
designation for records that have shipped over 500,000 copies. 
Hedonism: The self-indulgent pursuit of pleasure as a way of life.4 
Hip Hop Aesthetics: The attributes of the three aspects of a hip hop song: musical 
composition, lyrical content, and style of delivery. 
Industry: Generally refers to the recording industry that is composed of the hip hop 
artists, record companies, entertainment lawyers, music critics and journalists, and 
various other interested parties. 
Mainstream Hip Hop: Commercially successful hip hop from any region that can also be 
considered nationalized hip hop music. 
Mixtape: A mixture of songs compiled and blended by a DJ for (usually underground) 
distribution throughout the streets to showcase up and coming emcees or 
2”East Coast Rap,” in All Music Guide to Hip-hop, ed. Vladimir Bogdanov and others (San 
Francisco: Backbeat Books, 2003), vii. 
3Eileen Southern, The Music of Black Americans (New York: W.W. Norton, 1997), 522. 
4Webster’s New World College Dictionary (2001), s.v. “Hedonsim.” 
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DEFINITION OF TERMS 
unreleased material from established artists. Many artists use mixtapes to test their 
new material. 
Multi-Platinum Sales Status: A Recording Industry Association of America sales 
designation for records that have shipped over 2 million copies. 
Non-Sampled Based: Musical composition constructed with original material as opposed 
to previously recorded and commercially released material. 
Platinum Sales Status: A Recording Industry Association of America sales designation 
for records that have shipped over 1,000,000 million copies. 
Polyrhythmic Emphasis: A preference for rhythmic elements over melodic elements. 
Producer: The individual or team that creates the musical component of a rap or hip hop 
song. 
Rap music: In this study rap music is synonymous with hip hop or hip hop music. It 
refers to the combination of the lyrics and the musical track. 
Sample: Using previously recorded and released musical or vocal material in the 
construction of a new musical track. 
Southern Hip Hop: Hip hop that is created by hip hop artists from Southern states 
including: Tennessee, North Carolina, Georgia, Louisiana, Texas, and Florida. 
Snap Music: Similar to crunk music except the musical track is even more minimalist in 
its composition and the lyrics usually instruct the listener how to perform a certain 
dance. 
x 
DEFINITION OF TERMS 
Trade Magazines: Music and hip hop oriented magazines that chronicle hip hop music 
and events. 
Track: The instrumental musical component of a recording. 
Underground Hip Hop: Localized hip hop music that is not a part of the hip hop music 




The purpose of this research was to investigate whether or not geography impacts 
the aesthetic themes of popular hip hop songs. Six popular hip hop songs produced in 
Atlanta, Georgia were the primary focus of this study. This study is significant because it 
analyzes the increasing regional diversity of hip hop from an aesthetic perspective. This 
is an alternative to the usual cultural approach of scholars such as Michael Eric Dyson.1 
Hip hop music aesthetics reveal much about the people who create the music and 
exemplify the local cultural aesthetic where the music was created. 
Hip hop music was created in the late 1970s by young blacks and Puerto Ricans 
in the socio-economically distressed neighborhoods of the South Bronx area of New 
York City. The general aesthetics of the music were built upon the DJ and the rapper. The 
DJ created the musical component of the rap song by combining or mixing samples of 
records from multiple genres including rock and roll, reggae, and soul music. The rapper 
created rhymed verses, known as raps, to recite over the DJ’s musical track. Ultimately, 
the role of the DJ morphed into that of the hip hop music producer. The subject of the 
raps was the rapper’s choice. The perception created about New York City and its hip 
hop music sets the stage for the regionalization of hip hop music. It is this exploration of 
regionalization of music that necessities more research. 
'Michael Eric Dyson, “The Culture of Hip Hop,” in That’s the Joint! The Hip Hop Studies Reader, 
ed. Murray Forman and Mark Anthony Neal (New York: Routledge, 2004), 66. 
1 
2 
The researcher refers to the appropriation of pre-existing hip hop aesthetics in 
Atlanta as “Atlien ” Hip Hop Aesthetics. The term “Atlien ” is defined as a person or a 
thing that is of or connected to the city of Atlanta. The term was coined by Atlanta-based 
hip hop duo, Outkast. “Atlien ” Hip Hop Aesthetics express the unique themes, musical 
composition, and style of delivery that are most prevalent in the music of Atlanta hip hop. 
This concept emerges because music, generally, carries an aesthetic theme and within the 
genre of hip hop music, the artistic themes seem to vary from one geographical location 
to another. For example, the hip hop aesthetic shift in Miami in the 1980s was greatly 
influenced by salsa music because of the large Latino-American presence in the city. 
Until recently, most of the hip hop music analyzed has been from the East Coast 
or the West Coast.2 Much of the research described as classical hip hop studies generally 
encompassed documenting the history of hip hop music from its inception in the late 
1970s through the violent climax of the battle between the East Coast and the West Coast 
in the late 1990s. However, since the late 1990s, regional hip hop epicenters including 
Houston, Detroit, New Orleans, and Atlanta have been increasingly important thereby 
weakening the hegemonic bi-coastal hip hop paradigm. 
Researchers tend to use East Coast hip hop music consistently as a template for 
examining the genre, in general, because hip hop was bom in New York City.3 This 
research postulates that, there are important regional distinctions between the 
aforementioned hip hop epicenters. The emphasis on East Coast hip hop music has left 
2Matthew Miller, “Rap’s Dirty South: From Subculture to Popular Culture,” Journal of Popular 
Music 16(2004): 175. 
3Mtume ya Salaam, “The Aesthetics of Rap,” African American Review 29 (1995): 303-311. 
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the aesthetics of other hip hop epicenters, including Atlanta, largely unexamined. 
Comprehensive research has uncovered no single source of information on the emergence 
or analysis of Atlanta hip hop. Much of hip hop scholarship is preoccupied with 
establishing its history, delineating its negative effects instead of analyzing how the genre 
is growing, developing subgenres, and changing nationally and globally. 
Music always carries an aesthetic theme. The construction of music itself conveys 
information about the people who created it, as do the lyrics and the delivery of the lyrics. 
Hip hop music is no exception to this rule. Since the inception of hip hop in late 1970s in 
New York City, the musical construction, lyrics, and the delivery of the lyrics have 
located hip hop in New York City. Disparate musical genres including reggae, rock and 
roll, and disco heavily influenced the musical construction of hip hop music. Narratives 
that depict difficult New York inner city realities were the common lyrical topics. 
Further, the distinguishable clipped New York accent influenced early, as well as later, 
hip hop music. 
The perception created about New York and its hip hop music sets the stage for 
the regionalization of the music. Young people from around the country have taken the 
New York model of hip hop and created musical narratives about their specific lived 
experiences. The prevalent lyrical themes of this early era of hip hop were social 
commentary, party anthems, and demonstration of lyrical prowess by the rappers. 
The first notable example is when hip hop became transcontinental and grew and 
developed in Los Angeles (L.A.). The themes of hip hop shifted with the spread of the 
music from New York to L.A. in the 1980s. The musical construction of the West Coast 
became anchored in the funk music of George Clinton and his contemporaries. Lyrical 
4 
topics revolved around rampant gang life and police brutality in Compton, California, and 
the lyrics were delivered with a unique laid-back California inflection. Through the music 
of the hip hop artists of Los Angeles, people who had never been to Los Angeles could 
hear an unconventional view of Los Angeles that was not generally captured in 
mainstream media and music. The incorporation of hip hop music from New York and 
Los Angeles into mainstream American popular culture proves that people were 
interested in the music coming from these cities and hearing about the hip hop artists’ 
view of their respective worlds. 
Between 1989 and 1997, the world would witness the rise of rap music superstars 
including from New York, Big Daddy Kane, Nas, KRS-One, Notorious B.I.G. and others 
and in Los Angeles, N.W.A., Snoop Dogg, and Tupac Shakur. During that time, various 
regions around the country began to create their rap stars such as Houston’s Geto Boys, 
Miami’s 2 Live Crew, and Chicago’s Common. However, none of these stars eclipsed the 
luminous rap stars of the East and West Coasts. 
During the era of East Coast/ West Coast dominance, music generally served two 
different purposes in the respective regions. Popular hip hop music from the West Coast 
tended to be angrier, more violent, and sexually explicit gangsta rap. While New York 
City hip hop, (largely because the hip hop industry in New York had matured), had 
shifted from a more organic art form into music that was party and materialistically 
oriented. Consequently, there were tensions about which style of music was “real” hip 
hop. Ultimately, a highly publicized war, arguably media created and perpetuated, was 
ignited between the two coasts, culminating in the untimely and violent deaths of a rap 
5 
artist from each coast, L.A.’s Tupac Shakur, in 1996, and New York’s Notorious B.I.G., 
in 1997. 
In the post-East Coast/West Coast era of hip hop, the South became even more of 
an initiator of a hip hop aesthetic shift rather than an imitator of other regional hip hop 
musical styles and aesthetics. Although the origins of the “Atlien ” hip hop aesthetic 
gained momentum with Outkast’s record debut, Southernplayalisticadillacmusik, in 
1993, the group did not achieve its greatest national success until after the end of the 
East/West hip hop battle. Further, Atlanta did not become a city nationally known for 
growing and developing hip hop artists until the post-East Coast/West Coast era. 
As demonstrated by the growth of hip hop in New York and Los Angeles, hip hop 
music is directly connected to the socioeconomic conditions in which it is created. In 
New York City, hip hop was an independent art form that was often used as a voice of 
rage against political and economic hegemonic forces. The music spoke out against 
various social injustices and matured into a voice that recounted woeful street tales while 
focusing on partying and commercial success. On the contrary, Los Angeles hip hop 
music was still largely anchored in its gangsta rap milieu. This was not the case in 
Atlanta. Partly because of Atlanta’s prosperous black business community, hip hop has 
generally found itself somewhat integrated into the mainstream Atlanta business and 
entertainment communities. 
Socioeconomic conditions were important influences in the development of 
Atlanta hip hop music just as they were in New York City and Los Angeles. With a 61% 
African-American population within the city limits, Atlanta has one of the largest 
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African-American populations of any major city in the United States.4 Creating and 
developing hip hop talent in Atlanta is also made easier because Atlanta has enjoyed such 
a large migration of African-Americans from all over the country into the city. Moreover, 
with its plethora of festivals such as the National Black Arts Festival and cultural events 
such as The Sweet Auburn Festival Atlanta has remained a popular entertainment 
destination for African-Americans. 
Importantly, Atlanta is the site of the Atlanta University Center (AUC), the largest 
configuration of Flistorically Black Colleges and Universities in the U.S.: Clark Atlanta 
University, Morehouse School of Medicine, Interdenominational Theological Center, and 
Morris Brown College. The AUC houses the only all-black male college, Morehouse 
College and one of the two black women’s colleges, Spelman College. It can be argued 
that the AUC helps promote the Atlanta hip hop scene. The AUC student population 
consists of approximately 10,000 students. Further, Atlanta is rapidly becoming a popular 
filmmaking location. Three major black films have been shot on the AUC campus: 
School Daze, Drumline, and Stepshow- which is in currently production. The AUC has 
also served as the site for the popular 1980s sitcom about daily life at an HBCU, A 
Different World. 
Moreover, scholars often mark Atlanta’s involvement with hip hop with Outkast’s 
debut album in 1993.5 However, Atlanta had already created a regionally successful bass 
music scene, ironically with some of the names that are most popular today. The roster of 
bass music artists includes Mr. Collipark (previously known as DJ Smurf), LiT Jon, and 
4Derek T. Dinkle, “Maynard Jackson: Creating a Bully Pulpit for Black Business, This Bold 
Politician Used City Hall to Create Black Millionaires.” Black Enterprise, May 2005, 76. 
5Miller, 176. 
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Jermaine Dupri. Presently, the Atlanta hip hop scene has burgeoned into a collective of 
artists so diverse that on the surface their predominant unifying theme seems to be their 
devotion to representing the city of Atlanta in their music. However, hip hop songs in 
Atlanta reveal additional themes. 
Many entertainers and entertainment executives live in Atlanta at least part-time 
including: Sean “P. Diddy” Combs, Too Short, Nas, Eric Sermon, and Jermaine Dupri. 
Atlanta is a city where African-Americans hold many of the top positions in city, state, 
and national politics and African-Americans are highly visible in such coveted positions 
such as news anchors, top radio personalities, and sports personalities, Atlanta has 
developed and nurtured a reputation for encouraging African-American wealth and 
prosperity. The established and sustained Black economic and political success in Atlanta 
represent for many African-Americans living the American dream. Atlanta rates highly as 
one of Black Enterprise Magazine's best cities for African-Americans.6 The research of 
scholars such as Tricia Rose and Nelson George have noted the impact of depressed 
social conditions in the creation of hip hop music and dangerous social conditions in the 
transformation of hip hop music is Los Angeles.7 Consequently, the type of music 
produced in Atlanta is possibly impacted by its socio-economic, political, and cultural 
differences. 
Since Atlanta is becoming synonymous with African-American prosperity, this 
research considers whether or not the themes found in the lyrics of popular Atlanta hip 
hop songs reflect that sense of prosperity and success or whether the lyrics communicate 
6Carolyn M. Brown and David A. Padgett, “What’s Your Favorite City?” Black Enterprise, July 
2004, 52. 
7Tricia Rose, Black Noise, (Boston, Wesleyan University Press), 1994, 25. 
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a different reality. In the case of New York and Los Angeles, both cities are major U.S. 
economic centers; however, historically the stories that many hip hop songs told from 
those cities portray a painful alternative reality to prosperity and political power. 
Consider “F*ck Tha Police” by N*ggaz With Attitude (N.W.A.): 
F*ck the police cornin’ straight from the underground. 
A young n*gga got it bad ‘cause I’m brown 
And not the other color, so police think 
They have the authority to kill a minority 
.. .Searchin’ my car looking for the product 
Thinkin’ every n*gga is sellin’ narcotic 
. . .But don’t let it be a black and a white one 
Cause they’ll slam ya down to the street top 
Black police showin’ out for the white cop8 
In spite of the glamorous image of Los Angeles, the hip hop artists of Compton were able 
to use the lyrics, angry and urgent vocal delivery, and cacophonous guitar riffs to 
introduce listeners to their counter reality of life in Los Angeles - a life of crime, poverty, 
police brutality, and negative perceptions of blacks. 
On the other hand, Atlanta has been involved in hip hop music nationally for over 
twelve years. According to MTV’s documentary, My Block: Atlanta Atlanta has 
developed a close-knit hip hop community that has impacted the nation. The tradition that 
it has created has non-violently established its credibility throughout the national hip hop 
community. The hip hop legacy is evidenced by the repeated covers of major hip hop 
magazines such as The Source, VIBE, and XXL featuring Atlanta hip hop artists including 
Outkast, T.I., and Ludacris. Many New York music labels, including Def Jam and Bad 
Boy, have acknowledged the impact Southern hip hop music by developing and 
promoting Southern imprints of their record labels including Def Jam South and Bad Boy 
N.W.A., “Fuck The Police,” Straight Outta Compton, Death Row 37936, 1989, Compact Disc. 8 
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South. This further confirms the emergence of a new aesthetic within the genre of hip 
hop. It appears that New York record labels realized that Southern hip hop talent would 
be best discovered and promoted by people who were familiar to Southern hip hop 
culture. 
Increasingly, nightlife in Atlanta is becoming an important part of the city’s 
reputation. Atlanta’s nightclubs have become a necessary stop for many national hip hop 
artists promoting their music. In particular, strip clubs have become both notorious and 
legendary. Atlanta’s strip clubs have become so popular that music producers and hip hop 
artists often test their new music out in strip clubs and write songs specifically for strip 
clubs. Music producers interviewed in MTV’s My Block: Atlanta assert that the strip club 
venue is a solid barometer of whether a song is “hot” or popular or not. Songs that were 
created specifically for strip clubs include “Laffy Taffy” and “Whistle While You 
Twurk” and have topped the Billboard singles charts. 
Perhaps the most notable distinctions between Atlanta hip hop artists and their 
New York and Los Angeles counterparts have been their accent and dialect. The obvious 
Southern drawl of many Atlanta hip hop artists immediately locates their music in the 
South and outside of Northern and Western urban spaces. In the early days of Atlanta hip 
hop, artists such as Kris Kross tried to downplay their Southemess. However, groups 
such as Outkast and Goodie Mob seemed to embrace their drawl and southern slang and 
used it to uniquely paint the tenor of their lyrics and delivery style. 
By 2006, Atlanta’s diverse rap music scene made Atlanta one of the top cities for 
rap music in the country. Rap and urban music charts consistently listed various Atlanta 
hip hop acts that included nimble lyricist Ludacris, crunk king Lil Jon, avant-garde 
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Outkast, strip club aficionados the Ying Yang Twins, and street disciple and hustler 
extraordinaire, T.I. While there are similarities between these artists in regards to 
references, dialect, and delivery their styles remain disparate. 
Hip hop scholarship has proven that hip hop is a malleable and adaptable musical 
form that can and should be appropriated for a local culture while still remaining 
essentially, hip hop. However, current hip hop literature does not fully examine 
the aesthetic shifts hip hop music has undergone in an era of hip hop regional 
proliferation. Consequently, six commercially successful hip hop songs created by 
Atlanta hip hop artists were selected and scrutinized through the lens of Adam 
Krims theory of rap musical poetics. 
The scholarly literature on hip hop aesthetics makes a compelling case for 
studying hip hop in the context of geography. Atlanta is an ideal site for such 
investigation because of its almost fifteen year hip hop history and the success of 
its artists. Although few Atlanta hip hop artists have been scholastically profiled 
and the diversity of Atlanta’s hip hop artists have not been wholly examined. The 
history of hip hop in Atlanta is important because it demonstrates that the 
established hip hop aesthetic themes in Atlanta hip hop music are not recently 
formed but have been shaped and influenced for over a decade. 
The result of this research was five identifiable themes in popular Atlanta 
hip hop songs which were: hedonism, hustling, minimal use of sampling, 
polyrhythmic emphasis, and the “Atlien” voice. Hip hop from a city like Atlanta 
has to be different from hip hop in other cities for several reasons. The primary 
peculiarity is because Atlanta is a Southern city as opposed to New York or Los 
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Angeles. There is a historical cadence that has been persevered in the Southern 
voice that is reflected in the music Atlanta hip hop artists have created. However, 
Atlanta is also a juxtaposition of vestiges of older Southern ideals while 
simultaneously being influenced by the prosperity of African-Americans who 
have settled here as a result of a reverse migration. 
The selected sample was probably more pedestrian than other forms of 
less commercial Atlanta hip hop music. Future research should include various 
samples of these songs to examine for a matching aesthetic model. However, in 
the selected sample identified themes have reinforced pre-existing hip hop 
aesthetics, the hedonist, hustling, and polyrhythmic emphasis, and redefined 
mainstream hip hop aesthetics, minimal use of sampling and the presence of the 
“Atlien” Voice. This can be interpreted as Atlanta hip hop artists choosing to 
literally use their own voice and their own music to reiterate the stories and lyrical 
themes that are pervasive throughout hip hop music. 
This research served as a needed step on the way to a more thorough analysis of 
the aesthetics of Atlanta hip hop music. Further, research should include a greater 
sample of Atlanta hip hop music and more exploration into the music and the 
socioeconomics of Atlanta. It is important to note that within the Southern hip hop 
region, these aesthetic themes may not be exclusive to Atlanta. Further, research 
should include interviews with the creators of Atlanta hip hop music to assess 
their intent and motive behind creating the music. Their insight would determine 
if the music is merely their caricature of black reality or an accurate depiction of 
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their lived experience which would better speak to the role of the music within the 
culture. 
There are five emergent themes in the selected Atlanta hip hop songs. Each song 
was analyzed based on Krims’ three components of rap musical poetics: style of the 
musical track, style of MCing or flow, and common topics discussed. The identified 
themes were analyzed in the context of Welsh-Asante’s Nzuri model. Within those 
contexts, the prevalent themes in the selected Atlanta hip hop songs are included as part 
of the analysis. The lyrical themes identified based on the content analysis of the lyrics 
were: hedonism and hustling. The musical themes are polyrhythmic emphasis and the 
minimal use of sampling and the predominant style of delivery theme defined as the 
“Atlien ” voice. The “Atlien ” voice is evidenced by its local references, slang, and 
accent. Table A1 provides a code to some of the key slang used in the lyrics presented. 
Within the identified themes are various contributing factors. 
In conclusion, “Atlien ” hip hop aesthetics are a hybrid of pre-existing 
East/West Coast hip hop influences articulated through a local “Atlien” voice. 
The appropriation of the hip hop aesthetics results in perverse commentary on 
black masculinity and femininity in a certain aspect of black Atlanta life. The 
apparent irony is that the local acculturation in the lyrics is delivered over resilient 
African-derived music. 
Hence the research question is: What are the “Atlien” hip hop aesthetics of hip 
hop music created by artists from Atlanta, Georgia? 
The chapters of this thesis are organized in the following manner. Chapter 2 is the 
review the literature, theoretical framework, and methodology. Chapter 3 presents the 
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history of Atlanta hip hop. Chapter 4 presents the findings analyses of the colleted data 
and Chapter 5 is the conclusion of this research study. 
CHAPTER 2 
LITERATURE REVIEW 
This chapter provides a review of the literature relevant to hip hop music and to 
the regionalization of hip hop aesthetics in the United States, the selected conceptual 
framework, and the employed methodology. Extended research has not uncovered any 
single-source scholarly text or journal article that provides a thorough investigation to 
how Atlanta’s diverse hip hop music aesthetics are different from other geographic 
regions hip hop music. The goal of this literature review is to: analyze relevant hip hop 
texts, various journal articles that examine the growth of hip hop in the late 1990s, and 
trade magazines that focus on hip hop music and culture and stress the importance of 
geography in the hip hop music industry. 
Literature Review 
Many scholars have studied the progression of African-American music in 
America. In Blues People, LeRoi Jones uses the evolution of African-American music as 
an analogy for the free African’s transition from enslaved African to the assumption of an 
American identity.1 Specifically he asserts that, “There are definite stages in the Negro’s 
transmutation from African to American. . . and again, I insist that these changes are most 




aspect of hip hop music that kept hip hop squarely in the context of African-American 
music. Andrew Bartlett describes the importance of the process of sampling within hip 
hop aesthetics, “The art of sampling in (primarily) African-American hip hop is 
intricately connected to an African-American/African diasporic aesthetic which carefully 
selects available media, texts, and contexts for performative use.”7 8 
In the field of cultural studies, perhaps the two most quoted texts that chronicle 
the growth and development of hip hop culture within hip hop scholarship are Black 
Noise and Hip Hop America. Tricia Rose’s Black Noise, emphasizes how essential the 
influence of West Indian dancehall practices was in the creation of hip hop music. The 
practice of having massive speakers to pipe music through and development of the DJ as 
the central personality in the hip hop performance were both derived from the role of the 
DJ in West Indian dancehall culture.9 
Rose defines hip hop as, “. . . a cultural form that attempts to negotiate the 
experiences of marginalization, brutally truncated opportunity, and oppression within the 
cultural imperatives of African-American and Caribbean history, identity, and 
community.”10 Those influences are important because Rose contextualizes hip hop 
beginnings in post-industrial New York City.11 Rose conducts a thorough analysis of how 
the lack of artistic programs in the predominantly Black and Puerto Rican neighborhoods 
7Andrew Bartlett, “Airshafts, Loudspeakers, and the Hip Hop Sample: Contexts and African 






of the South Bronx left young people with few artistic alternatives.12 She explains how 
the gang culture in the South Bronx morphed into the founding dance and DJ crews of 
hip hop. Rose’s study is important because she effectively connects socioeconomic 
conditions such as employment, education, and welfare with various African-American 
cultural influences in the foundations of hip hop including boasting, signifying, and 
preaching.1J 
Similarly, Nelson George’s Hip Hop America examines the negative effects of the 
gang culture of South Central Los Angeles and Compton and the influence of funk music 
in the creation of gangsta rap.14 However, the same level of scrutiny has not researched 
the précipitants to the growth and sustainability of Atlanta’s rap music sound and artists. 
While published in the mid-1990s , their establishment of hip hop as a product of 
socioeconomic influences becomes critical in examining aesthetic shifts in the regional 
proliferation of hip hop music in the United States. 
Both Rose and George establish an important link between determinants such as 
the politics of post-industrial New York City in the late 1970s, the depressed 
socioeconomic condition of the South Bronx; the large West Indian and Puerto Rican 
population and musical influence; and gang culture in the formation of early hip hop 
culture. Rose strengthens the argument of socioeconomics and identity in hip hop with 
the comment, “Identity in hip hop is deeply rooted in the specific and local experience, 
and one’s attachment to and status in a local group or alternative family.”15 
l2Ibid., 25. 
13Ibid., 25. 
l4Nelson George, Hip Hop America, (New York: Penguin Press, 1999), 24. 
15Rose, 34. 
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Consequently, because of the unique socioeconomic circumstances in New York, the hip 
hop music that was created in New York arguably could only be created in New York. 
One attribute of hip hop scholarship is the multidisciplinary lens through which it 
is studied. This multidisciplinarity suggests the difficulty of studying hip hop in one 
discipline. Critics and observers from various disciplines including sociology, African- 
American Studies, and ethnomusicology analyze different aspects of hip hop music. For 
instance, cultural observers, such as Michael Eric Dyson, have analyzed hip hop’s 
cultural significance; ethnomusicologists, such as Portia Maultsby, have located hip hop’s 
place in the chain of Black America music; psychologists have studied the effects of hip 
hop on youth; and an increasing numbers of scholars are researching the development of 
hip hop in international cities.16 Unfortunately, in spite of much of the hip hop-related 
research that has been done, little of it has chronicled how hip hop has developed within 
the United States outside of Los Angeles and New York City. Hence, one of the 
understudied aspects of hip hop is the examining the development of subgenres and 
regional aesthetic variations within US hip hop music.17 The researcher is using an inter¬ 
disciplinary approach that is grounded in the context of the African-American experience 
in Atlanta and subsequently examines the music from an ethnomusicology perspective. 
Thus, the research indicates the relevance of culture in understanding hip hop as a 
musical genre worthy of study by scholars. To study hip hop from a multidisciplinary 
perspective, includes examining innovative studies including S. Craig Watkins 
1<sDyson, “Culture of Hip Hop,” 68. 
l7Kriius, Rap Music and the Poetics of Identity, (New York: Cambridge Press), 2004, 40. 
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exploration of the irony of capitalism in youth hip hop culture.18 He examines hip hop 
artists’ increased focus on merchandising the same music that they use to identify societal 
and capitalist ills. Another study is Tricia Rose’s feminist perspective in analyzing the 
role of women in hip hop music.19 Rose not only considers the female hip hop artists but 
attempts to explore how hyper-masculinity in hip hop music affects the gender politics in 
the hip hop business arena. Culture is defined as, “the customs, skills, arts, etc. of a 
people or group that are transferred communicated, or passed along.”20 It appears that the 
conveyance is the cultural aspect since each of the disciplines work out of that 
perspective - as well as an Afrocentric stance - music is part of culture. The psyche is 
shaped by the culture in which one lives. Culture embodies beliefs, language, customs, 
and traditions. 
The nature of hip hop music as a folk or local art demands that the hip hop 
aesthetics be appropriated for the specific locale in which it is being created in order to be 
deemed authentic by the local consumes21 In hip hop music, the city itself serves as 
foundation for cultural expression and production. The music then becomes an audible 
22 representation of the city. 
A possible explanation for this oversight in research could be the question of 
authenticity in hip hop culture. One of the assumptions in much of the current body of hip 
l8S. Craig Watkins, “Black Youth and the Ironies of Capitalism,” in That’s the Joint! The Hip-Hop 
Studies Reader, ed. Murray Forman and Mark Anthony Neal (New York: Routledge, 2004), 530. 
l9Tricia Rose, “Contracting Rap: An Interview with Carmen Ashurst-Watson,” in That's the Joint! 
The Hip-Hop Studies Reader, ed. Murray Forman and Mark Anthony Neal (New York: Routledge, 2004), 
177. 
20 Webster's New World Collegiate Dictionary (2001), s..v. “culture.” 
2lKopano, “Rap Music as an Extension of the Black Rhetorical Tradition: “Keepin it Real,” 206. 
“Murray Forman, “’Represent:’ Race, Space, and Place in Rap Music,” in That’s the Joint! The 
Hip-Hop Studies Reader, ed. Murray Forman and Mark Anthony Neal (New York: Routledge, 2004), 203. 
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hop literature is that the authenticity of hip hop is only in its origins and not in its 
iterations.23 However, there is a burgeoning group of theorists including Robin D.G. 
Kelley and Matthew Miller, who contest those earlier interpretations of hip hop and 
suggest that hip hop aesthetics are mobile and constantly being remade and redefined to 
include new variations.24 This is important for analysis because maintaining strong local 
allegiances is a common practice in hip hop music.23 
Hence, analyzing regional aesthetic variations in domestic hip hop is becoming 
increasingly important as more U.S. cities including Atlanta, Memphis, Chicago, Detroit, 
St. Louis, and Houston continue to nurture their status as hip hop hubs. These cities 
represent, not only as hip hop distribution centers for East and West Coast music, but 
each city has created its own unique powerful geographical ties that connect rap groups to 
their respective city while separating their music from rap groups in other cities.26 
While hip hop outside of New York or Los Angeles may be aesthetically 
different, it is still a part of the genre in that it redefines the parameters of what hip hop 
music sounds like and represents. The problem is that there is a prevalent belief in hip 
hop scholarship that hip hop music is the “authentic” music of the ghetto and urban black 
youth and this perspective is often based on views that a monolithic and singular black 
2jMark Anthony Neal, “Part II: No Time for Fake Niggas: Hip-Hop Culture and the Authenticity 
Debates,” in That's the Joint! The Hip-Hop Studies Reader, ed. Murray Forman and Mark Anthony Neal 
(New York: Routledge, 2004), 58. 
24Andy Bennett, “Hip Hop am Main, Rappin’ on the Tyne: Hip-Hop Culture as a Local Construct 
in Two European Cities,” in That's the Joint! The Hip-Hop Studies Reader, ed. Murray Forman and Mark 




youth culture docs exist.27 It is, however, problematic when it is implied that hip hop has 
a single sound and theme. 
What emerges is a question of authenticity, that is, how the story is told is just as 
important as the story that is being told. Robin D.G. Kelley’s “Looking for the Real 
‘Nigga’” offers an exploration of the question of authenticity of black expressive culture 
and hip hop. He explains the diversity of popular black expressive culture thusly: 
While some aspects of black expressive culture certainly help inner city 
residents deal with and even resist ghetto conditions, most of the literature 
ignores what these cultural forms mean for the practitioners. Few scholars 
acknowledge that what might also be at stake here are aesthetics, style, 
and pleasure. Nor do they recognize black urban culture’s hybridity and 
internal differences. Given the common belief that inner city communities 
are more isolated than ever before and have completely alien values, the 
notion that there is one discrete, identifiable black urban culture carries a 
great deal of weight.28 
Authenticity has been an issue of much contention in hip hop circles of artists, scholars, 
and fans alike. The tension over authenticity between East Coast based rappers and West 
Coast based rappers in the late 1980s proves that the incorporation of a new hip hop 
aesthetic is not just a formality. Hip hop music is now a decentralized genre with various 
regional and powerful epicenters. 
The work of scholars, including Murray Forman, supports the notion of the 
diversity of being young and black in America. He suggests that rap music is an ideal 
case for examining the importance of space and location in music. Forman describes 
the role of location in the shift of hip hop into decentralized and regional spaces, “Rap 
27Robin D.G. Kelley, “Looking for the Real ‘Nigga’” in Thai's the.Joint! The Hip-Hop Studies 




music is one of the main sources within popular culture of a sustained and in-depth 
analysis of the spatial partitioning of race and the diverse experiences of being young and 
30 black in America.” 
Simultaneously, research has shown that hip hop music is now a global 
phenomenon, but the creation and consumption of it can be specific and local. Hip hop 
emcees, commonly referred to as rappers, speak specifically about their surroundings, 
referring to specific streets, neighborhoods, schools is common practice. This connection 
to a very particular geographical space is further emphasized by a rapper’s local slang, 
vernacular, and the music the rapper uses as the musical track of the song. 
In an effort to construct global paradigms for the analysis of hip hop, Andy 
Bennett’s work “Hip hop am Main, Rappin’ on the Tyne: Hip hop Culture as a Local 
Construct in Two European Cities,” describes the process of hip hop localization as . . 
rather than being a smooth and consensual transition, [hip hop] is fraught with tensions 
anci contradictions as young people attempt to reconcile issues of musical and stylistic 
authenticity with those of locality, identity and everyday life.”jl His work is useful in 
studying the regional proliferation of hip hop music in the United States because it has 
minimal assumptions about how and why the music was created. Therefore, his work is 
open to identifying new and local phenomena within hip hop music. 
Bennett comments on the flexibility of location in the cultivation of rap music, 
“. . .within the same city or region, hip hop scenes can be crossed by competing 




experience, generate a multiplicity of musicalized and stylized solutions to the often 
problematic issue of place and identity.”32 This means that a singular geographical space, 
such as Atlanta, can be fertile ground for researching a myriad of hip hop aesthetic 
variations and genres. 
It is a generally uncontested fact that hip hop was born in New York City. There 
are questions that cause tumult between established and accepted hip hop practices when 
hip hop moves out of established geographical spaces and reflects that new space. 
Because the urban milieu of New York is woven into the fabric of New York hip hop 
how it is transposed to fit different geographical locations and how the musical aesthetics 
are changed are essential elements of examining the genre and regionality. 
Kelley builds on the idea of hip hop localization by purporting that it is necessary 
33 
for hip hop to be a product of its geographical environment in order to be authentic. 
Kelley describes the role of locality in hip hop music, “But what counts more than the 
story is the “storytelling” - an emcee’s verbal facility on the mic, the creative and often 
hilarious use of puns, metaphors, similes, not to mention the ability to kick some serious 
slang.”34 Kelley’s analysis of hip hop idioms and slang, being both global and local, 
makes alteration of hip hop to fit within a local context necessary.35 
Studies have explored hip hop’s growth and development in Europe, Africa, and 
Asia, but generally, the same level of detail has not been conducted on the development 






Forman’s analysis of the birth of hip hop in New York City and its spread to Los Angeles 
and Philadelphia is an exception. Forman’s observation on the domestic growth of hip 
hop in America is a solid introduction for further study of the regionalization of hip hop 
but his focus on the East Coast/West Coast conflict is a limitation to his study/6 Forman 
describes the intricate relationship between geography and cultural practices, by 
commenting: . .emphasis on territoriality involves more than just a geographical 
arrangement of cultural workers and the regionalism of cultural practices. It illuminates a 
particular relationship to space or, more accurately, a relationship to particular places.” 
Consequently, studying hip hop within a specific locality can reveal substantive 
information about a group of people and their location. 
There are two important scholarly analysis of Atlanta hip hop music. However, 
both articles focus on the music of Goodie Mob and ignore the diversity of other Atlanta 
hip hop artists. Matthew Miller’s article, “Rap’s ‘Dirty South:’ From Subculture to Pop 
Culture,” focuses on the southern region of rap music, a key part of that centers around 
Atlanta, specifically Goodie Mob/8 Miller’s study highlights the imagery of soul food in 
the lyrics of Goodie Mob’s signature song, “Soul Food.”j9 
While Miller’s work is a beginning in examining Atlanta hip hop music, a more 
comprehensive analysis of the history and impact of Atlanta hip hop is needed. It is 
important to note that Atlanta, itself, does not have only one hip hop sound. Atlanta is 
known for the experimental sounds of Outkast, the crunk genre created by Lil Jon, the 
^Forman, 202. 
37Ibid., 203. 
38JV1 il 1er, 178. 
39Ibid., 180. 
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snap music genre, which is a new musical form that has been popularized in Atlanta 
nightclubs, popularized by Mr. Collipark, and other sub-genres. 
Adam Krims’ thorough analysis of rap music poetics emphasizes the importance 
of geography in the formation of those poetics. In Krims’ research he also uses Goodie 
Mob’s debut single “Soul Food” to illustrate his point that one can glean information 
about the artist’s location through a close analysis of a song’s lyrics, music, and style of 
delivery. Unlike Miller’s focus on one album to typify an entire hip hop geo-genre, this 
research is concerned with how the geo-genre itself emerged.40 
Another relevant study of the importance of space and geography in rap music is 
Murray Forman’s essay “’Represent:’ Race, Space, and Place in Rap Music” in which he 
carries his analysis of the influence of the artist on the genre even further than Krims. 
Forman describes the importance of artist-owned labels in the proliferation of regional 
rap music aesthetics outside of New York and Los Angeles. His point is pertinent 
because several Atlanta artists gained their entry into mainstream hip hop culture by first 
collaborating with independent and artist-owned labels. Miller echoes Forman in saying 
that it would have been almost impossible for Atlanta to emerge against the nearly 
hegemonic forces of the East/West dichotomy.41 
Historically, it has been difficult for cities with aesthetic variations to succeed 
against the forces of the East and West Coast. Forman uses Seattle as a case study in the 
regionalization of hip hop. He describes the unique challenge of rising to hip hop 
prominence for cities outside of the East/West paradigm. He states: 
'“Krims, 148. 
41 Miller, 179. 
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This proved to be a formidable challenge since New York and LA exist as 
urban icons, resonant signs of the modern (New York) and postmodern 
(LA) city. They are already well defined, the products of a deluge of 
representational images, narrative constructions and social interactions. 
Rap’s emergence from city spaces that are comparatively unencumbered by 
a deep history of representational images, which carry less representational 
baggage, presents a unique opportunity for lyrical innovators to rc-imagine 
and re-present their cities.42 
The decentralization of hip hop meant that rap groups outside of New York City or Los 
Angeles no longer have to align themselves with either city or relocate to either city for 
production opportunities. As previously mentioned, cities including New Orleans, 
Memphis, Detroit, Chicago, and Atlanta are regional hubs for hip hop talent. 
However, it is important to stress that hip hop journalism, not scholarship, has 
been the most effective in analyzing the regionalization of hip hop music within the last 
decade. The Source was, until recently, one of the most important magazines in hip hop 
music. The Source was founded, in 1990, by Harvard students David Mays and Jon 
Shecter. In 1998, The Source’s rival, XXL, was created and is now the top selling hip hop 
magazine. Although all of the major urban music magazines (The Source, VIBE, and 
XXL) are based in New York City, they have consistently paid attention to hip hop music 
that is generated outside of New York and Los Angeles. 
Although The Source magazine has continually reported on hip hop outside of 
New York and Los Angeles; however, its treatment is marginal and does not delve deeply 
into establishing the aesthetics of Atlanta hip hop music. However, The Source has 
featured Atlanta hip hop artists in nine of its issues, has featured Atlanta hip hop artists 
on the cover of four issues, and awarded Outkast with its Best New Artist award in 1995. 
As early as 1997, Outkast received the coveted honor of being one of The Source’s 
42Forman, 217. 
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“Artist of the Year” for their sophomore album “Athens.” In that article The Source 
describes Outkast’s sound as: 
Poignant soulful rhymes and hip-hop aesthetics tugged at the mind, soul, 
and ass of any listener within earshot. Also contributing to the group’s 
appeal were Dre and Big Boi’s deep southern dialects, an engaging 
element that accentuated their rapid lyrical cadence. These two "Athens ” 
can’t be compared to anybody in the business. . .or on this planet.43 
Outkast’s recognition in The Source, in 1997, implies that Outkast may have 
become successful precisely because they offered a different sounding against an industry 
rife with East and West Coast talent. Outkast and Goodie Mob’s unique sound is 
attributed to their Atlanta-based production team, Organized Noize. Of the production 
team The Source also commented: 
If any team of producers got the point across this year it was Rico Wade, 
Pat Brown, and Ray Murray, known throughout the industry as Organized 
Noize. Their crispy production was sported with style by label-mates 
Outkast and Goodie Mob in a fashion that had fans asking, “Damn who did 
their production?” The future bodes well for this down-home bunch of sonic 
alchemists.44 
Organized Noize had developed a sound that separated them from most of the 
existing hip hop artists from the Midwest or the South teamed up with production 
teams from New York or Los Angeles in order to have an East or West Coast 
sound.4:> Outkast had taken the road less traveled and chosen to develop their 
aesthetics and sound locally. 
Unfortunately, although research examines the origins and early history of hip 
hop, as well as the importance of geography and locale in hip hop, it has not used that 




lens to examine comprehensively the aesthetics of Atlanta hip hop music. The literature 
docs not yet explain how the confluence of various factors created unique " Atlien ” hip 
hop aesthetics. This research will explore these missing elements especially examples of 
Africanisms in Atlanta’s hip hop music. 
Conceptual Framework 
Most hip hop has been analyzed through the lens of cultural and social theory and 
while those approaches are appropriate in exploring the effects of hip hop music in a 
population, is inadequate in analyzing the music itself. However, using a purely 
musicological approach focuses entirely on the music itself and ignores many of the 
social aspects of how the music was created and is practiced. 
There research seeks to contextualize Atlanta hip hop within the larger continuum 
of African aesthetics in African-American music by identifying specific hip hop aesthetic 
themes in a representative sample of Atlanta hip hop music. The three conceptual 
frameworks utilized are the Kariamu Welsh Asante’s Nzuri Model, Portia Maultsby’ Map 
of African-American Music, and Adam Krims’ theory of Rap Poetics and Identity. The 
Nzuri model establishes a Pan-African aesthetic. The model emphasizes the process of 
creation as well as the product. Further, the Nzuri Model stresses the importance of 
aesthetic analysis: 
. . .as aesthetic draws upon the history, mythology, motif, and creative 
ethos of a group of people by virtue of its reflection of the images and 
symbols of its own group. The African aesthetic is responsible for an art 
that resembles, mirrors, and echoes the creative ethos of a specific or 
general African people. An aesthetic that manifests history, mythology, 
and values will transcend time, geography and boundaries, and evidence 
itself in both surface and deep structure realities.46 
46Welsh-Asante, 12. 
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Welsh-Asante’s description of aesthetic lays a general foundation for identifying 
the various components within an artistic product. Although she does not 
specifically explain how, Wclsh-Asante purports that the artistic creation to the 
people who created it. 
Welsh-Asante’s model is built on Molefi Asante’s construct of 
Afrocentricity which states: 
Afrocenlricity is a mode of thought and action in which the centrality of 
African interests, values, and perspectives predominate. In regards to 
theory, it is the placing of African people in the center of any analysis of 
African phenomena. Thus, it is possible for any one to master the 
discipline of seeking the location of Africans in a given phenomenon. In 
terms of action and behavior, it is a devotion to the idea that what is in the 
best interest of African consciousness is at the heart of ethical behavior. 
Finally, Afrocentricity seeks to enshrine the idea that blackness itself is a 
trope of ethics. Thus, to be black is to be against all forms of oppression, 
racism, classism, homophobia, patriarchy, child abuse, pedophilia, and 
white racial domination.47 
Consequently, Asante’s theory implicitly measures the presence of Afrocentricity, 
or lack thereof, in various aesthetic components which will be described through 
the Nzuri model. 
The Nzuri Model (Figure 1) is illustrated as four concentric circles with 
the three inner-most circles representing the sources of art and the parts of the 
outermost circle representing manifestations of those sources. According to this 
model the inherent sources of African aesthetics, continental or diasporic, are: 
spirit - the idea that everything is created is an existential manifestation of man, 
rhythm- the placement of the artist and the art within a finite communal 
nMolefi Asantc, Afrocentricity (Chicago: African American Images, 2003), 2. 
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continuum, and creativity - which includes not only the product but the process of 
.• 48 creation. 
Finally, there are the seven aspects of the African aesthetic. They include: 
(1) meaning- the significance of expression in relationship to the individual and 
the community, (2) ethos- the quality of expression that exudes spirit, emotion, 
and energy, (3) motif - incorporation and use of symbols in artistic product that 
reflect a specific culture and heritage, (4) mode - the manner in which artistic 
product is expressed, (5) function - the operative relationship of artistic product to 
individual and community, (6) method/technique - the practical, physical, and 
material means of realizing artistic product, and (7) form - the status of artistic 






Figure 1 Welsh-Asante’s Conceptualization of Nzuri50 
Although the Nzuri model is useful in describing and identifying Pan-Africanist 
aesthetics in art, Portia Maultsby’s illustration of the African-American music continuum. 
That also is critical to the analysis as it includes hip hop music and demonstrates that hip 
hop in any form is an African-derived expression just by virtue of its place within the 
African-American music continuum. The map of African-American Music (Figure 2), 
developed by ethnomusicologist Portia Maultsby, is a visual representation of the 
African-American music continuum.51 Maultsby demonstrates the intersectionality of 
50Ibid., 15. 
5lPortia Maultsby, African American Music: An Introduction (New York: Routledge, 2006), 27. 
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African-American sacred, secular, and secular instrumental traditions which aid in the 
creation and syncretism of African-American musical genres and subgenres. 
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Therefore, this research is most interested in the particular aesthetics of hip hop music 
from Atlanta within an African-American musical context rooted in its African traditional 
foundation as well as African-American gospel music and other African-American 
musical genres. 
Additionally, this research employs Krims’ theory of rap music poetics to analyze 
each song and ultimately describe "Atlien” hip hop aesthetics. Krims has developed a 
theory of musical poetics for analyzing rap music. Krims describes the gap in hip hop 
scholarly analysis with the statement that “The historicity of styles in rap music, in fact, 
is one of the great untold stories of scholarship on the subject, and yet it is one intimately 
familiar to most rap fans.”32 Krims is aware of the general polarization of hip hop music 
between an East Coast style and West Coast gangsta rap. But rap music is not a 
dichotomy. Even within New York and Los Angeles there are many genres of rap music 
that are rarely included in hip hop analysis. Thus, that rap music genres that originate 
outside of New York and Los Angeles are rarely given primary attention. Krims’ theory 
does not ignore the importance of musical analysis, but places it in context with cultural 
n 
theory that explores the conditions under which rap music is created. Krims’ theory 
preserves musical analysis as a technique rather than as an objective while considering 
the humanities questions of representation and culture.54 
Krims then uses his theory to propose a genre system for studying rap music. His 
genre system has three sets of criteria: (1) the style of the musical track, (2) the style of 





lyrics).53 However, even in his proposal of a genre system he acknowledges that his genre 
system has not adequately addressed and considered Southern aesthetics of hip hop and 
the differentiation of those aesthetics throughout the South.56 Consequently, music 
paradigms based on the aforementioned three criterion can be used to fit new rap music 
paradigms. 
Aesthetic differences within rap music are important because the rap music fans 
and artists insist on its importance.57 In the early days of hip hop, when the fledgling art 
form was almost entirely located in New York City, MC’s would be known for having a 
“Brooklyn flow” or “Queens flow.” Those descriptors connote an audible and aesthetic 
difference between rap artists of different geographical locations. Similarly, rap music 
would differ according to the purpose of the music. For instance, some music was created 
just for dancing, or approaching a woman, or showcasing lyrical prowess. A genre system 
recognizes many of these rap music variables instead of treating all rap music as a 
singular and monolithic bloc of creation. 
Methodology 
The research methodology utilized a content analysis of the most successful songs 
by six of Atlanta’s hip hop artists. Content analysis is an interpretative approach, as 
opposed to social anthropological approach, to extrapolating meaning from various social 
actions. The researcher determined that a content analysis is the ideal approach for 




38 Bruce L. Berg, Qualitative Research Methods. (Boston: Pearson Education, Inc., 2004), 265. 
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with various levels of meaning.59 The employed content analysis will consider both the 
manifest themes in the surface structure (Krims’ theory) of the music and the latent 
themes in the deep structure (Welsh-Asante’ theory) of the songs. 
In this analysis, the song itself will be counted as one discrete unit. The goal of 
this content analysis is to identify the themes of the selected songs. The term theme can 
be described as, 
The theme is a more useful unit to count. In its simplest form, a theme is a 
simple sentence, a string of words with a subject and a predicate. Because 
themes may be located in a variety of places in most written documents, it 
becomes necessary to specify (in advance) which places will be searched. 
For example, researchers might use only the primary theme in a given 
paragraph location or alternatively might count every theme in a given text 
under analysis.60 
The message of each song is analyzed in terms of explicit themes, relative 
emphasis on various topics, amount of space or time devoted to certain topics, and 
numerous other dimensions. 
The songs were selected based on their peak position on Billboard Magazine’s 
Top 100 Singles Chart from 2000-2006. Billboard Magazine is the one of the seminal 
trade magazines of the music industry and measures the radio airplay of songs by 
releasing weekly charts of various genres. The Billboard Top 100 Singles Chart measures 
the most successful songs, from all genres, played on the radio in the United States. 
This study focused on the popular, or commercially successful, hip hop songs of 
Atlanta, as opposed to album songs or underground hip hop songs, because most 
scholastic hip hop genre-related research focused primarily on commercially successful 
59Ibid., 266. 
60 Ibid., 273. 
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hip hop songs and artists. Therefore, limiting this study to only include the most current 
and commercially successful hip hop songs from Atlanta was the most effective method 
for engaging an aesthetic comparison. Furthermore, because of the various identified and 
unidentified strands of hip hop aesthetics, this research was wholly concerned with 
analyzing "Atlien” hip hop aesthetics against the predominant backdrop of pre-existing 
East Coast and West Coast hip hop aesthetics. 
Each song’s lyrics and musical track was thematically analyzed using Krims’ 
theory of rap music poetics. The employment of this methodology identified the aesthetic 
qualities and the rap poetics of the most successful hip hop songs created by Atlanta’s hip 
hop artists. Popular Atlanta hip hop songs were also selected because they best represent 




I get tired of people saying that Atlanta could possibly be the new 
Motown. It is the new Motown. There’s no other place generating music 
like we are. The train to the top has to stop in Atlanta.1 
Jermaine Dupri 
The history of hip hop, and of Atlanta hip hop specifically, is essential in 
understanding “Atlicn” hip hop aesthetics. This chapter, therefore, presents the history 
and brief profiles of the popular personalities of Atlanta hip hop. Profiles on the selected 
personalities helped in the analyses of the lyrics and music which distinguishes the 
“Atlien” sound. The background of the major music change agents and of the hip hop 
aesthetic themes that emerged as part of the Atlanta scene provided the foundation for 
examining the relationships of these factors to regionalization. 
Brief History of Hip Hop 
Hip hop is a musical genre and culture that was born in the Bronx borough of 
New York City under duress in the late 1970s. Several conditions, including the 
completion of the Cross Bronx Expressway and increased drug and gang activity, had left 
neighborhoods in the South Bronx completely desolate. During the late 1970s and early 
1980s this nascent urban art culture became the medium that children and teenagers of 
working poor families used to express their angst about the politics of the city and crime 
'Jermaine Dupri as quoted in Rhonda Baraka, “The Billboard Spotlight on the Sound of Cities: 
Atlanta,” Billboard, 27 October 2001, 42. 
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in their neighborhoods. The young people of urban ghettos had grown weary of the 
violence resulting in homicides of their neighborhood and developed the battle mentality 
of hip hop as a peaceful way to settle neighborhood beefs or disagreements. In the 
beginning, the references and setting of hip hop was completely urban. The dilapidated 
conditions of city projects and overcrowding were the pervasive milieu of early hip hop 
rhymes. Ostensibly, fledgling hip hop culture was heavily predicated by upon the 
geographical context in which it was created. In the beginning, this was the urban milieu 
of New York City inner city living. 
Since hip hop music was bom in New York City, originally all hip hop music was 
defined as “New York” or “East Coast” hip hop music. Virtually all of the major hip hop 
artists and record labels were also based in New York City. Despite this geographical 
centrality, New York hip hop artists did not have a monolithic sound and voice. 
However, there are general aesthetic themes that describe most of East Coast artists from 
hip hop’s birth until the late 1990s. Those aesthetics include proclivity for aggressive 
sounding beats — music that was percussion and bass heavy; heavy use of sampling - 
layered musical tracks built of snippets of previously recorded material; and pride in 
lyrical dexterity - the level of complexity in rhymes schemes and metaphors within a 
given verse.2 Because East Coast hip hop music was so concerned with the lyrical content 
of the song, generally, East Coast hip hop music was created for the listener and not the 
dancer. It was the 1980s and early 1990s when the East Coast influence reached its 
zenith. 
2”East Coast Rap,” in All Music Guide to Hip-hop, ed. Vladimir Bogdanov et al. (San Francisco: 
Backbeat Books, 2003), vii. 
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In the mid and late 1980s hip hop music from the West Coast, Los Angeles 
specifically, became increasingly popular. Rappers and groups such as Ice-T, N.W.A. and 
Cypress Hill began introducing the world to their version of hip hop which was filled 
with the imagery of Los Angeles inner city life. Although California and West Coast hip 
hop was among the most diverse hip hop scenes in the country, the gangsta rap of 
Compton, California is the milieu that ultimately typified the region. Despite the edgier 
social commentary of gangsta rap, it shared two important aesthetic themes with its East 
Coast counterparts. Gangsta rap was not originally dance oriented and it was sample 
based. Gangsta rap music was largely a narrative genre that graphically described the 
difficulties and danger of life in Compton and South Central Los Angeles. 
In the aftermath of the deadly climax of the East Coast/West Coast conflict, which 
was a feud between Sean “P. Diddy” Combs’ Bad Boy Entertainment in New York City 
and “Suge” Knight’s Death Row Records in Los Angeles (that ultimately resulted in the 
murders of Tupac Shakur in 1996 and Christopher “Biggie Smalls” Wallace in 1997) the 
South, in general, and Atlanta specifically, began to assert its place in the hip hop arena. 
However, the personalities of East Coast/West Coast almost eclipsed the popularity of the 
music itself. The turbulent period resulted in incendiary insults embedded in songs from 
the artists of both Bad Boy and Death Row. The media gravitated, and arguably help 
perpetuate, the rivalry. Consequently, the music and the media helped hip hop music to 
gain even greater popularity, but popularity rooted in gangsta behavior which has become 
a staple in the music industry. For the rappers involved in the conflict, gangsta rap 
became an economic boom. 
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During the era of East Coast and West Coast battles the South was present and 
productive. One of the better examples of Southern rap music success during that era was 
the bass music of Florida. Bass music began, in Miami, in the early 1980s and found 
national fame and notoriety with by as 2 Live Crew, Luke Sky walker (or Uncle Luke), 
Poison Clan, and Trick Daddy. Generally, their lyrics were sexually explicit and meant to 
encourage dancing in a club atmosphere. In spite of the notoriety of some of its artists 
such as experienced such as 2 Live Crew’s U.S. Supreme Court Case (1994 Supreme 
Court decision that 2 Live Crew’s parody of Roy Orbison’s “Pretty Woman” did not 
violate copyright law), bass music’s popularity was largely confined to the Southeast 
region. 
The sound of bass music differed from East Coast rap music in that the tempo was 
much faster and there was a heavy emphasis on sustained bass lines. The essential tool in 
creating bass music was the Roland TR808 (commonly known as “the 808”). The TR808 
is the predominate link between Miami bass, Atlanta bass, and contemporary Atlanta hip 
hop styles. The TR8Q8 can be considered the centerpiece of Southern rap music. One of 
the probable reasons for the success of bass music in Florida and Georgia is the 
dominance of the bass line in the music and young men’s desire to blast the music from 
their cars. Many bass enthusiasts would have special woofers and subwoofer speakers 
installed in their cars just to have their trunk “rattle” or “knock” with the 808 bass line. 
It is evident that the music of southern hip hop has been directly influenced by 
Florida bass music and the practice of using hip hop lyrics to describe personal and 
difficult realities comes from West Coast gangsta rap music.3 However, this explanation 
JAlex Henderson, “Southern Rap,” in All Music Guide to Ilip-hop, ed. Vladimir Bogdanov and 
others (San Francisco: Backbeat Books, 2003), 570. 
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may not be adequate in describing most of current “Allien” hip hop aesthetics. Although 
the genre of hip hop music contains many strains and branches, Figure 3 traces only the 
origins of Southern rap music. In the bottom box labeled, “Southern Rap” only two of the 
hip hop artists listed are from Atlanta. They are Outkast and MC Shy D. However, the 
chart accurately shows bass music and the West Coast’s influence in the origins of 
Southern rap music. Inaccurately, the chart also groups all of the diverse music from 
various parts of the country into one standard region. 
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Atlanta is currently well-known through the success of artists like Outkast, 
Ludacris, T.I., Lil Jon, and others. The origins of Atlanta rap music can be found in the 
migration of bass music (or booty music) from Florida to Atlanta. King Edward J, then 
record store owner, formed the first blown DJ crew in Georgia and the Atlanta area. Flis 
crew, “J Team” was brown for creating the best mixtapes in the city. The King Edward J 
mixtapes served as a proving ground for aspiring DJ’s and emcees. Bronx-born, Atlanta- 
raised rapper, MC Shy D, who was affiliated with the J Team, was one of the first rappers 
to sign to Miami-based label, Luke Records. The J Team and MC Shy D are also notable 
because this success spawned the career of Mr. Collipark, currently one of the most 
successful Atlanta producers, who was then known as DJ Smurf (see Table Al).5 
King Edward J, his affiliates, and contemporaries are important in Atlanta hip hop 
history because they are among the first local artists to appropriate hip hop music in an 
Atlanta context. But in 1989, two men, Kenneth “Babyface” Edmonds and Antonio 
“L.A.” Reid migrated to Atlanta and founded LaFace Records. Both Babyface and L.A. 
had established themselves as successful R&B artists, producers, and industry executives. 
LaFace Records was created to promote primarily R&B artists such as songstress Toni 
Braxton and male singing group Az Yet. However, LaFace did find tremendous success 
with the female R&B/FIip Hop hybrid group, TLC. In spite of TLC’s success and their 
strong connection to Atlanta, the group is not included in this study because they are 
primarily an R&B group. 
The effect of LaFace Records on Atlanta’s music scene cannot be overstated. 
LaFace Records was the central force in Atlanta’s connection to the national R&B music 
5This historical information is not taken from a single source but has been compiled by the author 
from various sources. 
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scene. LaFace’s involvement in hip hop, or lack thereof, changed in the early 1990s. In 
1993, L.A. Reid was introduced to a duo known as Outkast and subsequently included 
their first single, “Playaz Ball,” on the LaFace Christmas album. Following the success of 
the LaFace Christmas album, LaFace decided to release Outkasf s debut album 
Soulhernplayalisticadillacmusik in 1994. Outkasf s debut sold over one million albums 
and was critically acclaimed. 
Perhaps fueled by LaFace’s early success, Maynard Jackson developed an 
entertainment initiative that would help lure and recruit other entertainment-related 
companies to Atlanta. Jackson’s initiative and the overflow of work created by the 
success of LaFace and Jackson’s initiative encouraged major labels that already had 
distribution centers in Atlanta to expand them into fully-staffed regional offices.6 
Atlanta’s music scene may not have been as enduring if LaFace had been the sole 
contributor to the music scene. Inevitably, instead the insurmountable success of LaFace 
Records helped to generate business for other Atlanta producers, studio owners, and 
artists. LaFace Records acted as the central connector for aspiring artists and other 
entertainment-related parties. 
LaFace may have been the largest Black music label in Atlanta, but Jermaine 
Dupri’s So So Def was engaged in creating and promoting Atlanta R&B and hip hop 
artists that appealed to younger audiences. So So Def found success in the early and mid- 
1990s with R&B artists including Xscape, Ghost Town DJ’s, and Bow Wow. Dupri and 
So So Def s Artist and Repertoire (A&R) executive Lil Jon were responsible for 
6Tony Paris, “Hot ‘lanta is Making Waves: Atlanta’s Artists Attract a Southern Migration of the 




releasing an annual compilation called, So So Def Bass All Stars, featuring Atlanta’s best 
bass songs. 
Jermaine Dupri is another Atlanta-bred hip hop mogul. Dupri was raised in 
College Park, is the son of a Columbia Records executive, and is the youngest producer 
to break the Billboard Hot Singles 200 Chart. In 1991, he discovered a young rap duo, 
Kris Kross. Their 1992 debut, Totally Krossed Out, sold four million copies and their 
sing “Jump” remained number one on the billboard charts for eight weeks. However, 
stylistically Kris Kross was almost exclusively influenced by East Coast rap styles. 
Fueled by his early success, Dupri established his own label, So So Def in 1994. 
So So Def was the home of artists Da Brat, Xscape, and Ghost Town DJ’s. However, one 
of the largest So So Dcfs contributions to hip hop was made by Dupri’s chief of Artist 
and Repertoire (A&R), Lil Jon. His So So Def Bass All Stars was one of the major 
compilations of bass music during that era. Between 1996 and 1998 Lil Jon created three 
installments of So So Def Bass All Stars. The recordings included bass remix of popular 
songs as well as original songs by artists including the Ying Yang Twins and the Eastsidc 
Boyz. In spite of the success of singles like Ghost Town DJ’s,”My Boo,” interest in bass 
music remained largely regional. 
The greatest strength of Atlanta-based labels LaFace and Jermaine Dupri’s So So 
Def Recordings was that they were committed to developing and promoting locally-based 
talent. The success of these two major African-American controlled record labels 
exemplifies the spirit of African-American musical commerce in Atlanta. Although many 
of LaFace and So So Def artists were not Atlanta-born, the majority of their artists were 
Atlanta-based. This helped to spawn the success of talented local producers including 
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Organized Noize, Lil Jon, and Dallas Austin. Although all of these production teams 
were from Atlanta they all had different production styles. The diversity in production 
created diversity in sound that kept Atlanta rap music from becoming staid. 
By 2004, Outkast released six successful albums. Goodie Mob was commercially 
viable, but in terms of sales they were not as successful as Outkast. Jermaine Dupri had 
remained successful by continuing to work with new and young artists from inside and 
outside of Atlanta. However, So So Def artists did not necessarily come from Atlanta. 
Finally, in 2000 L.A. Reid was promoted to CEO of Arista Records in New York. 
Consequently, Arista absorbed the remaining 50% of LaFace so that Arista now owned 
100% of LaFace. This meant that the Atlanta music scene was losing two of its biggest 
power players to New York City. This left the Atlanta music community largely 
decentralized. 
In the new millennium, Atlanta has been known as the center of two subgenres of 
hip hop music: crunk and snap music. Crunk music is considered to be heavily influenced 
by New Orleans bounce music which was made popular by Master P and his No Limit 
Records label. Bounce music can be described as bass heavy and chant laden music that 
is slower than bass music. Label in the mid and late 1990s. IJl’ Jon is the widely 
acknowledged creator of crunk music. The distinguishing characteristics of crunk are its 
minimalist musical composition, short and energetic refrains, and prevalent use of the 
TR808. Crunk music is often criticized for its lack of lyrical virtuosity, however; critics 
should note that the purpose of crunk music is different than forms of hip hop that are 
predicated on lyrical prowess. Crunk music is created to get its listeners crunk. The aim 
of the music and the lyrics are to energize the listener, usually in a club atmosphere, to a 
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point of frenzy. Crunk musical tracks are extremely percussive and use driving hard 
rhythms to get the listeners attention. In Atlanta, the ubiquity of crunk music is evidenced 
from schoolyards to strip clubs. Prominent crunk songs include “Get Low” by Lil Jon and 
the Eastside Boyz and “Never Scared” by Bonecrusher. 
Snap music is a closely related to crunk music. It uses the same minimalist 
platform, but contains prominent finger-snapping. The instrumentation is usually a high 
hat, TR808, basic keyboard melody, and vocals. Snap music is generally more relaxed 
compared to crunk music. Snap music’s primary advocate is producer, Mr. Collipark. 
Atlanta hip hop music has a history that dates back to the late 1980s and includes 
subgenres and a diverse group of artists. The success of hip hop artists and producers 
from Atlanta has transcended regional success and has been incorporated into the hip hop 
music mainstream. Atlanta has developed into a hip hop music center that attracts hip hop 
artists from around the Southern region and the nation. The Atlanta hip hop scene has 
grown from being known primarily for its regionalized bass music into a prolific hip hop 
epicenter that creates various style of hip hop music. 
Notable Atlanta Hip Hop Personalities 
The Atlanta hip hop music industry has largely been built by people who were 
raised in Atlanta but not born here. This phenomenon speaks to the ability of Atlanta to 
draw people to the city itself. Table 1 highlights the hip hop artists profiled in this 
research. 
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Table 1. Notable Atlanta Hip Hop Personalities 
Artist Role Atlanta Native Atlanta Based Genres of Expertise 
Antonio L.A.Reid Producer No, Cincinnati, Ohio No, New York City R&B 
D4L (Fabo) Rapper Yes Yes Snap 
D4L (Mook-B) Rapper Yes Yes Snap 
D4L (Shawty Lo) Rapper Yes Yes Snap 
D4L (Stoney) Rapper Yes Yes Snap 
Jermaine Dupri Producer 





Edmonds Producer No, Indianapolis, Indiana No, Los Angeles R&B 
Lil Jon Producer Yes Yes Crunk 
Ludacris Rapper No, Champaign, Illinois Yes Hip hop 
Mr. Collipark Producer No, Orlando, Florida Yes Snap 
Outkast (Andre "Andre 
3000" Benjamin) Rapper Yes Yes Hip hop 
Outkast (Antwan "Big Boi" 
Patton) Rapper No, Savannah, Georgia Yes Hip hop 
T.l. Rapper Yes Yes Hip hop 
Young Jeezy Rapper 
No, Columbia South 
Carolina Yes Hip hop 
Jermaine Dupri 
Figure 4 Jermaine Dupri 
Source: www.wikipedia.com 
Jermaine Dupri moved to Atlanta as a young child and is the son of music 
industry executive, Michael Mauldin. Dupri founded So So Def Recordings in 1992 at 
the age of 21. As a music producer Dupri is primarily responsible for creating the musical 
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tracks that hip hop artists perform over. Dupri produced Atlanta’s first mainstream hip 
hop single and album, Kids Kross’ 1993 debut Totally Krossed Out and their hit single, 
“Jump.” His music is mostly dance and club-oriented. Dupri is currently one of the most 
sought after music producers in urban music and is a top executive with Virgin Music 
Group in New York City. 
His impact on Atlanta hip hop music and national urban music cannot be 
overstated. In the early 1990s Dupri created one of the major record labels in Atlanta, So 
So Def Recordings. So So Def was the major distributor of Atlanta bass music and his 
label attracted talent from around the country. Hip hop artists including Da Brat and Bow 
Wow relocated to Atlanta to be developed and promoted by Jermaine Dupri and So So 
Def. Furthermore, the establishment of So So Def is significant because it represents the 
founding of a major record label by a member and fan of hip hop culture as opposed to a 
music industry executive or a music industry executive with an R&B background. So So 
Def exists to create music for Dupri’s generation and younger. Dupri’s recent 
appointment to his position with Virgin represents a major incorporation of the Atlanta 
musical aesthetic into the fabric of the music industry. 
Dupri’s major contribution as both a hip hop and R&B producer has been to help 
breakdown the genre barriers between hip hop and R&B music. He is also known for 
forming unique collaborations on songs between R&B and hip hop artists. Dupri is 
known for simultaneously working with R&B stars including Mariah Carey and hip hop 
stars including Bow Wow. Without the contribution of producers like Jermaine Dupri 
unique collaborations such as Usher, Lil Jon, and Usher on Usher’s 2004 mega-hit single 
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“Yeah” may not have been possible. His work has not only helped to bring Atlanta rap 
music into hip hop’s mainstream, but popular music’s mainstream as well. 
The topics of the songs Jermaine Dupri produces and performs are usually about 
enjoyment or his own wealth and popularity. His verse from his song, “Welcome to 
Atlanta,” from his 2001 album release, Instructions, is a fair representation of his lyrical 
material: 
Now the party don't start 'til I walk in 
And I usually don't leave until the thang ends 
But in the meantime, in between time 
You work yo' thing, I'll work mine 
I been puttin it down here since eighty-three 
Since the Lake Shore/MD rivalry 
When Frozen Paradise was the place to be 
If you was ridin, you was bumpin to homie Shy-D 
I'm the M.B.P., Most Ballin-ist Player 
Make my own rules, b*tch call me the mayor7 
Antonio “L.A.” Reid and Kenneth “Babyface” Edmonds 
Figure 5. Antonio Reid Figure 6. Kenneth Edmonds 
Source:www.wildpedia.com Source: www.wikipedia.com 
Antonio “L.A.” Reid and Kenneth “Babyface” Edmonds founded LaFace Records 
as a joint venture with Arista Records in 1989. They are not native Atlantans, but 
7Jennaine Dupri, Instructions, “Welcome to Atlanta,” So So Def Recordings, 85830, 2001, 
compact disc. 
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migrated to Atlanta to create LaFace Recordings. L.A. and Babyface were noted 
musicians and vocalists before they established LaFace and they transferred their musical 
talent and ability to develop other artists to LaFace. They were responsible for signing 
Outkast to their first record deal in 1993 and producing their debut release. LaFace 
Records was probably the largest and most successful Atlanta-based record label. LaFace 
is not only responsible for the multi-platinum careers of hip hop duo Outkast but such as 
artists TLC, Toni Braxton, and Usher. Their record label has won Grammy Awards for 
both top selling R&B and hip hop acts. 
Their presence in Atlanta helped to galvanize Atlanta’s black music industry. The 
success of LaFace artists helped to necessitate the development of the music industry 
infrastructure in Atlanta. During LaFace’s rise additional record studios were built in the 
city, additional venues that showcased new artists sprang up, and New York-based record 
labels became interested in mining talent in Atlanta. Subsequently many labels located 
their regional offices in the city of Atlanta. Currently, L.A. Reid is the head of Island/Def 
Jam Records in New York and Babyface is one of the most sought-after music producers 
in popular music. The continued success of LaFace Records proves that Atlanta is a 
viable market for developing and promoting hip hop artists. 
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Outkast 
Figure 7. Outkast 
Source: www.wikipedia.com 
Outkast comprised of Antwan “Big Boi” Patton and Andre “Andre 3000” 
Benjamin is Atlanta’s top-selling hip hop duo. The two met and became friends while 
attending Tri-Cities High School for the Performing Arts in Atlanta the suburb of 
Eastpoint. Outkast was the first hip hop act signed by LaFace Records in 1993. Outkast 
has developed a reputation for creating innovative music that draws on diverse genres 
including gospel, rock, electronica, and the blues. Outkast represents one of the more 
versatile hip hop groups in Atlanta; however, their Atlanta-based production team, 
Organized Noize, is responsible for their unique musical sound. Both Outkast and 
Organized Noize are native to Atlanta. Outkast expanded the mold of Southern hip hop 
by featuring less reliance on aggression, thicker arrangements, and a stronger melodic 
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presence in their songs.8 In spite of their varied influences, they convey a sentiment that 
is firmly rooted in their Atlanta experience that connects their audience to their colorful 
narratives of coming of age in Eastpoint and College Park, Georgia. 
It is widely held that Outkasf s debut and success helped catapult Atlanta into the 
hip hop mainstream. They have sold over twelve million albums and are Atlanta’s most 
successful hip hop group. It is difficult to singularly categorize the subjects covered in 
Outkasf s lyrics. They have developed a reputation for avant-garde musical production 
and lyrical content. Their lyrics range in theme from the crowd pleasing “Rosa Parks” to 
the apologetic plea to a mother whose daughter they have impregnated, “Ms. Jackson.” 
Clifford Joseph “T.I.” Harris, Jr. 
Figure 8. T.I. 
Source: www.wikipedia.com 
T.I., born as Clifford Joseph Harris, Jr. was born in the Bankhead area of western 
Atlanta. His nickname, T.I. is an abbreviation of his childhood nickname, “Tip.” He 
sSteve Huey, “Outkast,” in All Music Guide to Hip-hop, 371. 
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shortened it to T.I. to avoid confusion with East Coast rapper and A Tribe Called Quest 
member, “Q-Tip.” He is known as the disputed “King of the South” and, therefore, 
probably equally known for his talent and his arrogance.9 T.I. represents what has 
become the more typical archetype of hip hop success in that he is a former drug dealer 
turned rapper. His first album, I’m Serious, in 2001 is known for its colorful narratives of 
street life. His smooth Southern drawl and collaboration with some of the most successful 
music producers in hip hop like, Jazze Pha and Pharrell Williams has catapulted him into 
the heart of hip hop music’s mainstream. T.I. has sold over two million albums to date. 
The music of T.I. has found balance in communicating the realities of hip hop music and 
entertaining an audience. It is that type of duplicity that T.I.’s has made T.I. successful. 
Ludacris 
Figure 9. Ludacris 
Source: www.wikipedia.com 
Born Christopher Bridges, Ludacris was born in Champaign, Illinois and raised in 
Atlanta. Ludacris graduated from Washington High School in West Atlanta. After 
9Jon Azpiri, “T.I.,” in All Music Guide to Hip-hop, 469. 
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becoming radio-personality, “Chris Luva Luva” on Atlanta’s Hot 97.5 and independently 
recording and selling his first album, Incognegro, he was signed to Def Jam Records. He 
sold his first album out of the trunk of his car and was eventually signed to one of the 
premier labels in hip hop, Def Jam Records by fellow Southern rapper, Scarface. What is 
notable about his deal with Def Jam is that he was not only signed to Def Jam Records 
but was the flagship artist of their newly created division that would focus on hip hop 
music in the South, Def Jam South. 
Ludacris’ first single in 2000 with Def Jam South, “What Your Fantasy,” which 
features extremely sexually explicit lyrics, helped to usher in the era of those types of 
lyrics by Atlanta hip hop artists.10 Ludacris’ formula for success includes comedic lyrics, 
nimble verbal delivery of his lyrics, and working with successful producers such as 
Kanye West. Ludacris, much like T.I. and Outkast, has also reached the upper echelons 
of hip hop mainstream success and has even embarked on a critically-acclaimed acting 
career. He has sold over seven million albums to date. 
l0Jason Birchmeier, “Ludacris,” in All Music Guide to Hip-hop, 292. 
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Lil Jon 
Figure 10. Lil Jon 
Source: www.wikipedia.com 
Lil Jon was born Jonathan Smith in Atlanta and graduated from Fredrick 
Douglass High School in West Atlanta. The son of middle class parents, he was known 
throughout his neighborhood for the house parties he hosted. He eventually became an 
A&R representative and producer with So So Def Recordings where he worked to 
popularize bass music. Lil Jon went on to find success in the late 1990s with Lil Jon and 
the Eastside Boyz. He found his success with crunk music and is known as the “King of 
Crunk.” 
Lil Jon remained largely a regional success until the release of his club anthem, 
“Bia, Bia” a nationally successful single of his 2001 album release, Put Yo Hood Up." 
Lil Jon is one of the most successful music producers from Atlanta and has done 
production work for mainstream popular music artists such as Britney Spears as well as 
Atlanta artists including Usher. Lil Jon has sold over six million albums to date. 
uAlex Henderson, “Lil Jon & the East Side Boyz,” in All Music Guide to Hip-hop, 282. 
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Mr. Collipark 
Figure 11. Mr. Collipark 
Source: www.wikipedia.com 
Mr. Collipark is formerly known as DJ Smurf and born Michael Crooms has been 
affiliated with Atlanta’s hip hop music scene since the early 1990s. He renamed himself 
“Mr. Collipark” in homage to the Atlanta suburb where he was raised, College Park, 
Georgia. As pail of the Atlanta bass music era when he began working with Atlanta- 
based MC Shy D. Currently, Mr. Collipark is best known for his production work with 
Atlanta’s Ying Yang Twins and helping to promote the snap music sound. Snap music is 
similar to crunk music except the musical track is even more minimalist in its 
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Figure 12. D4L 
Source: www.thefader.com 
The members of D4L, Fabo, Shawty Lo, Smokey, and Mook-B, are native 
Atlantans. Their top selling song “Laffy Taffy” is credited with introducing the subgenre 
of snap music to mainstream audiences. “Laffy Taffy” is one of the top songs in the 
United States in 2006. D4L has also been criticized for the minimalist production sound 
of snap music as well as the blatant misogyny of the lyrics. Snap music is still a 
burgeoning genre so time will reveal its longevity. In the city of Atlanta snap music is 
popular because of the many famed strip clubs in Atlanta. 
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Ying Yang Twins 
Figure 13. Ying Yang Twins 
Source: www.cu2.nl.polloi 
The Ying Yang Twins are native to Atlanta and were born Eric Jackson and 
D’Angelo Holmes. They are of no relation, but have been releasing albums since 2000. 
They named themselves the Ying Yang Twins in honor of their close and complementary 
relationship. They popularized hip hop music for and about strip club antics. The Ying 
Yang Twins have achieved mainstream success and even recorded with popular music 
stars like Britney Spears. 
The music of the Ying Yang Twins largely focuses on leisurely subjects and 
dance themes. Much like D4L their music often serves as the backdrop for many of 
Atlanta’s strip clubs. Unlike groups like Outkast, Ying Yang Twins have seemed to find 
their musical niche they remain faithful to that sound and audience. The Ying Yang 
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Twins have teamed up with Lil Jon and Mr. Collipark for their musical production. The 
Ying Yang Twins have sold over one million albums to date. 
Young Jeezy 
Figure 2. Young Jeezy 
Source: www.wikipedia.com 
Young Jeezy was bom Jay Jenkins in Columbia, South Carolina. He was raised in 
Macon, Georgia and relocated to Atlanta, Georgia as an adult. In Atlanta Young Jeezy 
became affiliated with an infamous crime ring known as the Black Mafia Family. 
Initially, Young Jeezy entered the music industry as a businessman and not a performer. 
He started a promotions company for other Southern rap groups. Then in 2003, Young 
Jeezy began selling and promoting his own mixtape release Come Shop Wit Me. That led 
to two record deals, a group record deal with the group Boyz N da Hood on Bad Boy 
Entertainment and a solo deal with Def Jam Records. 
Young Jeezy’s solo debut Let’s Get It: Thug Motivation 101, is a gritty tale of 
Young Jeezy’s quest to earn and maintain street credibility. His street sensitive lyrics and 
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crunk-influenced production have helped his debut release to top the Billboard music 
charts. 
Atlanta Hip Hop Music in Numbers 
The influence of Atlanta’s rap music sound is most easily seen in their record 
sales. Table 2 displays the top selling albums by Atlanta artists since 1993. Atlanta artists 
have collectively sold over forty million albums worldwide. According to the Recording 
Industry Association of America (RIAA) sales levels are denoted by gold and platinum 
status. Gold sales are 500,000 units sold and platinum sales are one million albums sold. 
Atlanta’s seventeen platinum hip hop albums since 1993 are the products of the Atlanta 
music scene. 
Not only have Atlanta artists generated impressive worldwide record sales but 
Atlanta hip hop artists used commercially successful singles to drive those record sales. 
Table 3 summarizes some of the Atlanta hip hop singles that have at been among 
Billboard Magazine's top twenty most popular songs in the country since 2003. (All of 
the songs included in Table 3 are included in Chapter Four’s analysis.) While Table 3 
shows the popularity of Atlanta hip hop singles by national and international sales and 
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Table 2. Top Album Sales for Atlanta Hip Hop Artist 1993-2006 
Artist Album Title Year Released Record Label Sales Level 
Top Billboard 
Position 
Kris Kross Totally Krossed Out 1993 Ruffhouse/Columbia 4x Platinum #1 US Charts 
Outkast Southernplayalisticadillacmisuk 1994 LaFace Records Platinum #20 US Charts 
Goodie Mob Soul Food 1995 LaFace Records Gold #45 US Charts 
Outkast ATLiens 1996 LaFace Records 2x Platinum #2 US Charts 
So So Def Bass All-Stars So So Def Bass All-Stars 1996 So So Def Gold #32 US Charts 
Outkast Aquemini 1998 LaFace Records 2x Platinum #2 US Charts 
Jermaine Dupri Life in 1472 1998 So So Def Platinum #3 US Charts 
Goodie Mob Still Standinq 1998 LaFace Records Gold #6 US Charts 
Outkast Stankonia 2000 Laface 4x Platinum #2 US Charts 
Ludacris Back for the First Time 2000 Def Jam South 3x Platinum #4 US Charts 
Ludacris Word of Mouf 2001 Def Jam South 3x Platinum #3 US Charts 
Lil Jon Put Yo Flood Up 2001 TVT Records Gold #43 US Charts 
Jermaine Dupri Instructions 2001 So So Def Gold #15 US Charts 
Lil Jon 
The King of Crunk & BME Recordings 
Present: Trillville 2002 TVT Records 2x Platinum #12 US Charts 
Outkast Speakerboxxx/The Love Below 2003 Arista 10x Platinum #1 US Charts 
TJ. Trap Musik 2003 Atlantic Platinum #4 US Charts 
Ludacris Chicken & Beer 2003 Def Jam South 2x Platinum #1 US Charts 
Yinq Yana Twins Me & My Brother 2003 TVT Records Platinum #11 US Charts 
TJ. Urban Legend 2004 Atlantic Platinum #1 US Charts 
Ludacris The Red Light District 2004 Def Jam South 2x Platinum #1 US Charts 
Lil Jon Crunk Juice 2004 TVT Records 2.5x Platinum #3 US Charts 
Lil Scrappy 
The King of Crunk & BME Recordings 
Present: Lil Scrappy 2004 BME Recordings Gold #12 US Charts 
Younq Jeezy Let's Get It: Thug Motivation 101 2005 Def Jam South Platinum #1 US Charts 
Yinq Yang Twins U.S.A. United States of Atlanta 2005 TVT Records Platinum #2 US Charts 
Boyz N Da Hood Boyz N Da Hood 2005 Bad Boy South #5 US Charts 
Dem Franchise Boyz On Top of Our Game 2006 So So Def Gold #5 US Charts 
D4L Down 4 Life 2006 
Asylum/Atlantic 
Records N/A #22 US Charts 
Sources: www.billboard.com and www.riaa.com 
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Billboard positioning, it does not capture how popular these and other songs by Atlanta 
hip hop artists are in Atlanta. This fact is important because Atlanta is very much into the 
aesthetic that Atlanta hip hop artists produce. 
Table 3: Top Billboard Singles by Selected Ilip Hop Artists 
Artist Single Year 
Peak Billboard 
Chart Position Sales Level 
Outkast "Roses" 2003 #9 US Charts Platinum 
Ying Yang Twins 
featuring Lil Jon "Salt Shaker" 2004 #9 US Charts N/A 
Young Jeezy "Soul Survivor" 2005 $2 US Charts 2x Platinum 
T.l. "What You Know About That" 2005 #9 US Charts Gold 
D4L "Laffy Taffy" 2005 #1 US Charts 3x Platinum 
Ludacris "Stand Up" 2005 #2 US Charts 2x Platinum 
Sources: www.bil board.com and www.riaa.com 
Within the Southern context of hip hop, Atlanta holds a unique position. While 
“the South” is usually implied and inferred as rural, Atlanta, and its hip hop music, seems 
to bridge between the urbane city life and organic rural landscapes. The hybridism that is 
reflected in the hip hop artists and their music is present in the city of Atlanta itself. With 
a 61% African-American population within the city limits, Atlanta has one of the largest 
African-American populations of any major city in the United States. Creating and 
developing hip hop talent in Atlanta is also made easier because Atlanta has enjoyed such 
a large migration of African-Americans from all over the country into the city. Even hip 
hop moguls from other cities including Sean “P. Diddy” Combs, Too Short, Nas, and Eric 
Sermon make Atlanta their home at least part time. Consequently, hip hop music in 
Atlanta combined with Atlanta’s reputation for African-American socioeconomic 
prosperity have helped to make Atlanta a entertainment epicenter. Atlanta is fast 
becoming a popular filmmaking location. Three major black films have been shot on the 
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Atlanta University Center: School Daze, Drumline, and Step show- which is in currently 
production. 
By 2006, Atlanta’s diverse rap music scene made Atlanta one of the top cities for 
rap music in the country. The continued success of hip hop music from Atlanta has 
secured Atlanta’s position as one of hip hop music’s most prolific centers within the 
United States. Within the last fifteen years, Atlanta has grown from being a regional hub 
of Southern rap music into a diverse collective of artists whose music not only is present 
in mainstream hip hop music, but has become a dominant force in hip hop music. This is 
a notable accomplishment for any Southern city. 
CHAPTER 4 
FINDINGS: THE “ATLIEN ” VOICE 
There are five emergent themes in the selected Atlanta hip hop songs. Each song 
was analyzed based on Krims’ three components of rap musical poetics: style of the 
musical track, style of MCing or flow, and common topics discussed. The identified 
themes were analyzed in the context of Welsh-Asante’s Nzuri model. Within those 
contexts, the prevalent themes in the selected Atlanta hip hop songs arc included as part 
of the analysis. The lyrical themes identified based on the content analysis of the lyrics 
were: hedonism and hustling. The musical themes are polyrhythmic emphasis and the 
minimal use of sampling and the predominant style of delivery theme defined as the 
''Atlien ” voice. The "Atlien ” voice is evidenced by its local references, slang, and 
accent. Table A1 provides a code to some of the key slang used in the lyrics presented. 
Within the identified themes are various contributing factors. 
The presented research findings include a lyrical analysis. The explicit language 
and subject of the rappers challenge mainstream views of black life in Atlanta with an 
alternate reality. Thus, the lyrics prove that there is not one singular experience of black 
life in Atlanta. The lyrics of the six selected songs are included in the Appendix because 
they were necessary in engaging in the content analysis and thereby arriving at both the 
lyrical and musical themes. To limit the analysis to just the lyrics quoted in thia chapter 
would deprive the reader of a true comprehension of the style of the music as with the 
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regional representation. This is especially important in that Atlanta hip hop derives much 
of its popularity from being created specifically for strip clubs. The strip club 
phenomenon is an Atlanta regionalization in hip hop culture and its manifestations as a 
regional music subgenre. 
Hedonism 
One of the most prevalent lyrical themes in the selected songs is hedonism. 
Hedonism is defined as the self-indulgent pursuit of pleasure.1 In the selected songs 
hedonism is most commonly identified with nightclubs and strip clubs. This theme is 
most easily seen in the common topics discussed in the lyrics of the rap songs. Three of 
the selected songs, “Stand Up,” “Salt Shaker,” and “Taffy Taffy” deal with male rappers 
indulging in leisure and entertainment activities. Ludacris’ “Stand Up” is a club anthem 
in which he recounts various vignettes of a night in a nightclub including the difficulty in 
getting into the club, finding his woman of choice for the evening, and the fire marshal 
closing the club due to overcrowding. Ludacris’ fixation on the pleasure principle is 
evident in the last six lines of the last verse of “Stand Up:” 
We was two songs away from getting some cut up 
Now we one song away from tearing da club up 
Move over! Luda got something to say 
Do it now ‘cause tomorrow ain't promised today 
Work wit me! let's become one with the beat 
And I want a vacation don't worry bout me steppin all over ya feet2 
In the first line “cut up” denotes sexual intercourse. The lyrics place an emphasis 
on indulging in present pleasures because tomorrow is not promised. 
1 Webster's New World College Dictionary (2001), s.v. “hedonsim” 
2Ludacris, Chicken & Beer, “Stand Up,” Def Jam 000093002, 2003, compact disc. 
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The pleasure principle in the other two songs examined, “Salt Shaker” and 
“Laffy Taffy,” is even more explicit as both songs and titles are referring to 
female strippers. The term “salt shaker” is a metaphor for how the male rapper 
wants the female stripper to dance as evidenced by the chorus, “Shake it like a salt 
shaker.” Similarly, “laffy taffy” is the buttocks of the stripper’s body that the 
rapper wants her to shake, “Shake that laffy taffy.” Both of these songs are 
considered a part of the subgenres of crunk and snap music respectively. Crunk 
and snap are known for their popularity in Atlanta strip clubs. Consequently, the 
scene of the narrative of both songs is a strip club - the site of the objectification 
of the female body for male sexual pleasure and entertainment. 
In the context of hedonism, the strip club represents one of the centers of 
pleasure-seeking. A purpose of a strip club is to indulge one’s sexual fantasies. 
“Salt Shaker” and “Laffy Taffy” are the music of choice for such an experience. 
In songs about strip clubs, the misogyny of both songs is unbridled. 
Consequently, the woman’s body in both songs exists merely as an object of 
pleasure that has been bought at a price. Ying Yang Twins’ D-Roc explains his 
entitlement and expectations in his second verse of “Salt Shaker:” 
Shake it like a dollar, five or ten 
But what would you do for a twenty twen 
Get on the stage, shake that a** then 
Get on the pole, do a back bend 
I like that! Do it again 
Here's another ten, b*tch do it again 
Work it like a game that’cha playin to win3 
’Ying Yang Twins, Me and My Brother, “Salt Shaker,” TVT Records 2483, 2003, compact disc. 
In this example D-Roc is using the woman solely for the pleasure she gives him. 
Further, he feels entitled to his pleasure by the money that he’s spent paying her 
to dance. D4L echoes the identical sentiment in his verse in “Laffy Taffy:” 
Just keep dat a** shakin 
And I keep tippin1 you 
While I sit back like a playa 
And sip dat Grey Goose 
Feelin' all loose4 
Fa-bo, a member of rap group D4L, asserts his position of power and privilege 
over the stripper as one who has purchased her services. D-Roc’s reduction of the 
stripper to an object of pleasure in “Salt Shaker” is slightly tempered by Ying 
Yang’s Kaine’s perverse humanizing of the stripper’s situation: 
Been sixty-nined plenty of times to pay a (bill) 
At day she a clerk, but night she turn (stripper) 
You aint even datin, you tryin so you (tip her)5 
However, despite that late personal anecdote about the stripper’s motivation, the 
principle message of the song is the pursuit of pleasure. 
The pleasure sought in “Stand Up,” Salt Shaker,” and “Laffy Taffy” 
represents some of the most visceral and carnal of human desires. The lyrics and 
tone with the women explicitly display the men’s desires and their sense of 
entitlement to it. On Ludacris’ “Stand Up,” there is a marginal female presence in 
the chorus of the song; however, there is no female voice present in the “Salt 
Shaker” or “Laffy Taffy.” That absence of feminine energy in the song can be 
interpreted as the silencing of the woman’s voice and a desire for the woman to 
only be objectified by the male ego. 
4D4L, Down 4 Life, “Laffy Taffy,” Asylum/Atlanta Records 83890, 2005, compact disc. 
5Ying Yang Twins, “Salt Shaker. 
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This obsession with strip clubs and strippers is significant because Atlanta 
has earned a reputation for the quality of its strip clubs. Atlanta strip clubs are 
prized for having lax regulations and beautiful and voluptuous strippers. Strip 
clubs are not historically an African-American phenomenon, but the more popular 
strip clubs in Atlanta mostly feature African-American strippers. It is assumed 
that many of the women who work as strippers are working there for economic 
reasons. Clubs such as Magic City, Stroker’s, Club Nikki’s, Jazzy T’s, Body Tap, 
and the Blue Flame have been immortalized in countless songs by Jermaine 
Dupri, Ludacris, The Ying Yang Twins, and others. In this verse of the Ying 
Yang Twins song, “Whistle While You Twurk,” they mention five of Atlanta’s 
popular African-American strip clubs Club Nikki, the Blue Flame, Foxxy Lady, 
Magic City, and Strokers: 
Where them hoes that's buying me a ticket 
I thank they all dance at Club Nikki 
Now where them h*es who be spittin' that game 
I thank they all dance at the Blue Flame 
Where them h*es that be hard booty shakin' 
I thank they all dance at the Foxxy Lady 
I know she a shakin' booty hoe no teaser 
She ain't no skeeza when ya all fat pleaser 
Now where them b*tches that be quick to show them titties 
I thank they all dance at the Magic City 
I know some h*es that be quick to take over 
You got the green on your scene and Strokers6 
Atlanta is social city and the strip clubs of Atlanta are a fully integrated part of 
Atlanta nightlife. This preoccupation could indicate a connection between the 
wealth of Atlanta and its decadence, and economic climate for the artists. 
6Ying Yang Twins, “Whistle While You Twurk,” TVT Records 1202807, 2000, compact disc. 
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The objectification of a woman’s body in the male rapper’s pursuit of 
pleasure is not unique to Southern hip hop; however, the extent of that ignominy 
is usually identified, justly or unjustly, with Southern rappers. This trend with 
Southern rappers dates back to the 1980s and the height of Miami-based 2 Live 
Crew’s success. A possible explanation for the blatant objectification of women in 
2 Live Crew’s music is their location in Miami, Florida. Miami is a city known 
for its beaches, nightlife, and beautiful women, thus, it is logical that those 
themes, albeit extreme, would make it into the lyrics. 
There are several possible explanations for the success of the selected 
songs that display such prevalent hedonist themes. Those explanations include: 
(1) the repetition that makes the songs easily digestible for its audience, (2) the 
songs’ deliberate creation for an audience or (primarily male) listener, and (3) 
subject of pleasure in the songs. The verses and rhymes of “Laffy Taffy,” “Salt 
Shaker,” and “Stand Up,” are constructed simply; most of the lines use end 
rhyming schemes and have few internal rhymes. This type of rhythmic pattern 
makes the song easier to understand, learn, and repeat. Additionally, the verses 
themselves are short so there is not much for the listener to memorize. In these 
three songs the emphasis is on the chorus instead of the verse. Consider “Laffy 
Taffy” where the chorus is repeated seven times yet there are only three verses or 
“Salt Shaker” where the chorus is repeated five times. Songs with repetitive 
choruses are easier for a listener to consume and thus easier to popularize. 
A second possible explanation for the popularity of these three songs with 
predominant hedonistic themes is that they were made specifically to entertain 
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people as opposed to construct a narrative or convey information. Of the three 
songs, “Stand Up,” is the best example of this phenomenon. As discussed, “Stand 
Up,” is an intended club anthem created to encourage people to dance in a club. 
This type of song is different from a rap song whose purpose is to communicate 
tales of street hustling life or treatment by “the man.” Consequently, the song is 
not written for the rapper’s edification but for the attention of others. If the song is 
successful, listeners often appreciate the song’s inclusion and respond positively 
by dancing and becoming more involved with the song. It seems that all lyrics 
convey information; in these songs it is about the sexual manipulation, 
possession, and abuse of the female body. 
The intentional inclusion of the audience in the creation of the song leads 
to the final possible rationalization for the popularity of these songs, the idea that 
the subject matter is pleasurable. It is logical that listeners enjoy listening to songs 
that depict activities they enjoy. As discussed, “Taffy Taffy” and “Salt Shaker,” 
deal with enjoying the carnal pleasures of female strippers while “Stand Up” 
encourages enjoying oneself in a club atmosphere. The subject matter of all three 
songs is probably considered pleasurable by many listeners. As well as a possible 
escape from a current reality by the rappers, listeners, and strippers. This type of 
escapism into fantasy and fun is often a requirement for music designed for 
entertainment. 
Hustling 
The second lyrical theme was the focus on hustling. Hustling is simply 
defined as doing whatever is necessary to earn money. In this instance, hustling 
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includes traditionally male hustles such as drug dealing and traditionally female 
hustles such as stripping and deliberately pursuing men for their money. Five out 
of the six songs deal with some form of hustling. As discussed previously, “Salt 
Shaker” and “Laffy Taffy,” are set in strip clubs and the lyrics represent direct 
dialogue with strippers. In both songs, the men seem to understand their position 
as willing patrons who make the stripper’s hustle possible. The female body is 
objectified by both the male viewer and female performer. The female performer 
views her body as desirable and beautiful. Further, for the woman, her body is an 
object to be used for economic gain. It is quick money. 
Outkast’s song, “Roses,” also revolves around a money-seeking woman. 
The main character in “Roses,” “Caroline,” is not a stripper, but a very attractive 
woman who is only interested in affluent men. Big Boi’s verse describes her: 
Well she's got a hotty body, but her attitude is potty 
When I met her at a party she was hardly acting naughty 
I said "Would you call me?" 
She said "Pardon me, are you ballin'?" 
I said "Darling, you sound like a prostitute pausing" 
Oh so you're one them freaks, get geeked at the sight of ATM receipts 
But game been peeped, dropping names she's weak7 
In line four Caroline is asking the speaker if the speaker is “ballin’” or in other 
words rich. Accordingly, Caroline is a woman who is not interested in courting 
men for love, but her hustle is using her attractiveness to entice men to give her 
gifts. “Roses” further confirms that women are either objects of pleasure or a 
person of duplicitous and ulterior motives. 
7Outkast, Speakerboxxx/The Love Below, “Roses,” Arista 50133, 2003, compact disc. 
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The other two songs that are concerned with the hustling theme are T.I.’s 
“What You Know About That” and Young Jeezy’s “Soul Survivor.” Both songs 
deal with illicit street hustles. T.I.’s “What You Know About That” is a 
juxtaposition of his street hustling life and his glamorous celebrity life. He repeats 
the line “Fresh off the jet to the ‘jects where the G's at”8 symbolizing how he 
moves seamlessly between the two lives. That mobility can be perceived as an 
evolution of the hustle as seen in the second verse of “What You Know About 
That:” 
Candy on the '64 
Leather guts and fish bowl 
50 on the pinky ring just to make my fist glow 
Ya b*tches get low 
Because I get dough 
So what? I'm rich ho 
I still pull a kick do' 
What you talking shit To'? 
Gotta run and hit fo'? 
Got you a yellin and I thought you put out a gun hit fo 
But you's a scary dude 
Believed by very few 
Just keep it very cool 
Or we will bury you9 
Within this verse T.I. references the affluences that have been gained because of 
hip hop popularity while also asserting his street credibility by threatening to “pull 
a kick do” which is to literally kick a door done during a raid or robbery. 
Young Jeezy’s “Soul Survivor” is a personal narrative, and sometimes 
confessional, of his street hustling experience. He admits to selling illegal drugs 
and further discloses that “If you lookin' for me I'll be on the block/ 
*T.I., King, “What You Know About That,” Atlantic Records 83904, 2006, compact disc. 
9 Ibid.. 
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With my thang cocked possibly sittin1 on a drop (Now).”10 In other words, even 
now he may still be involved in selling drugs even though he knows his activities 
are illegal. The preoccupation with hustling in these lyrics exemplifies Welsh- 
Asante’s principle of Ashe in its effort to be included in the spirit of economic 
success in Atlanta by any means necessary. However, a close reading of the lyrics 
proves that the artists deem all work as some type of a “hustle.” So much so that 
according to their lyrics they have no issue with running both legal and illegal 
hustles simultaneously. Young Jeezy’s juxtaposition of the two lifestyles is 
evidence of this point. He says: 
Thought I was a juvenile stuck to the G-Code (Yeah) 
This ainl a rap song, nigga this is my life (this is my life) 
And if the hood was a battlefield then I'd earn stripes (Yeah). . . 
The same nigga that's a star when you put 'em on stages 
I aint cheat—played the hand I was dealt 1 
In the beginning of the quote Young Jeezy describes how entrenched he is in 
street culture by saying that he had earned his stripes. The term “G-Codc” refers 
to the general code of ethics of his community. Then he closes the song by saying 
that he is the same star people celebrate on stage. He feels that the two lifestyles 
arc not contradictory because he closes rap by saying, “I aint cheat-playcd the 
hand I was dealt.” 
A potential reason for the popularity of rap songs like “Roses,” “Soul 
Survivor” and “What You Know About That” is that they describe various types 
of hustling, and the truth within it resonates with its listeners. In Atlanta, the idea 




of street hustling is seemingly a slight contradiction of Atlanta’s image as a 
“Black Mecca” where the perception may be that anyone can come and became 
successful by hard work. Rappers seem to be more interested in the theme of 
hustling than varying their lyrical content. This preoccupation with hustling 
suggests that aesthetically hard inner city reality is the most compelling topic of 
discussion. The idea that there are those in Atlanta that are somehow excluded 
from that prosperity and must resort to street hustling can be a source of intrigue 
for listeners who are unfamiliar with that lifestyle of those who may be products 
of that life. Though lyrics are reflective of street life, it represents socioeconomic 
gain for the person who gives it a place within the genre of hip hop. Thus, hip hop 
has moved from a city where lifestyles of the poor to being the socioeconomic 
gain of those who tell the story. Even though artists such as T.I. and the Ying 
Yang Twins, are from Atlanta projects, their music may be still influenced by 
East Coast/West Coast artists. 
Polyrhythmic Emphasis 
The third theme shifts from analyzing the lyrics to analyzing the music 
itself. All of the songs surveyed are very percussive; however, they range in how 
percussive they are varies by artist. The term percussive refers to the strong 
rhythmic presence in each song. The following four are definitively more 
rhythmic than melodic “Stand Up,” “Soul Survivor” “Salt Shaker,” and “Taffy 
Taffy.” Ludacris’ “Stand Up” was produced by Chicago-based producer, Kanye 
West. The track is very bass and drum heavy with a five-note string sequence that 
lightly covers the percussion. The string sequence and the woman speaking softly 
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during the chorus are the only lyrical elements of the song. Even Ludacris’ 
delivery of the lyrics is rhythmic, staccato, and percussive and accents his 
Southern drawl. 
The instrumentation of Young Jeezy’s, “Soul Survivor,” is a drum 
machine, synthesized bass, synthesized strings, and four-note keyboard sequence. 
The percussiveness of the song is heightened by intermittent record scratches. 
Again, the emphasis is on the percussion and rhythm of the song. But unlike 
“Stand Up,” Young Jeezy’s vocal delivery is slower and more lyrical. Singer, 
Akon sings the chorus of the song which helps to smooth the percussive elements 
of the song. Those two lyrical aspects make “Soul Survivor” slightly less 
percussive than “Stand Up.” 
As previously mentioned, “Salt Shaker” and “Taffy Taffy” share 
similarities. Those similarities include their musical construction. Both songs 
have pretty sparse minimalist musical tracks. The instrumentation for “LalTy 
Taffy” is a bass machine, drum machine, and three-note keyboard sequence. All 
of these elements are used percussively as opposed to melodically. The track 
sounds like music made on an at-home keyboard. However, the rappers in D4T 
use a half talking half singing voice to deliver their lyrics. Their voice constitute 
the only melodic presence in the song. 
The Ying Yang Twins’ “Salt Shaker,” produced by Crunk King Til Jon, is 
only slightly more involved. It shares “Taffy Taffy’s” musical foundation, speeds 
the drums up, varies the keyboard sequence between three and five notes, and 
76 
adds sound effects like whistles and slides. The effect is a cacophonous, 
polyrhythmic song that is almost completely devoid of melody. 
There are two probable causes for the preference for percussion in the 
selected songs. One major reason is the historical prominence of rhythm within 
the African music continuum.12 The second reason is because it is generally easier 
to dance to rap music that is more percussive than lyrical.ij Much of the rap music 
from Atlanta seeks to motivate its audience not only to dance but to get “crunk” 
or agitated and excited. In this case, melodic properties are often a distraction and 
percussion is the most effective tool to create this desired mood. It is the 
polyrhythmic and percussive elements that cause people to move to the dance 
floor and dancing is historically the primary purpose of many of the hip hop songs 
of Atlanta.14 
It is widely held that an emphasis on percussion is an of the African- 
American music continuum.13 Percussion is possibly the strongest connection to 
the African aesthetic because the predominant emphasis on percussive elements in 
African and African-American music has been documented from traditional 
African music to hip hop music. The popular hip hop music of Atlanta is no 
exception. The motif of percussion in the selected songs firmly connects the songs 
to tradition of African and African-American music. 
i2Bartlclt, “Airshafls, Loudspeakers, and the Hip Hop Sample: Contexts and African American 
Musical Aesthetics,” 643. 
l3Ibid., 644. 
i4Jeff Greenwald, “Hip-Hop Drumming: The Rhyme May Define, but the Groove Makes You 
Move,” 22 Black Music Research Journal (2002): 259. 
l5Ibid., 259. 
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Portia Maultsby’s Map of African-American Music (Figure 2) maintains 
that hip hop music is a secular African-American music tradition that grew out of 
funk music. Her map docs not dissect hip hop music into subgenres but the 
Southern Rap Music Map (Figure 3) shows how hip hop music grew from bass 
music and West Coast/gangsta rap hip hop music. The predominant polyrhythmic 
emphasis of the music confirms its rightful placement in Maultsby’s model as 
well as the Southern Rap Music Map’s placement of southern rap music as a 
partial outgrowth of bass music. Both assessments of hip hop music as a genre 
and southern rap music as a subgenre extends to the hip hop music of Atlanta. 
Minimal Sampling 
One important theme of the selected songs is notable by its minimal usage 
- sampling. The art of sampling has been a hallmark of hip hop since its inception. 
Sampling is a technique used sparsely by Atlanta hip hop artists and producers; 
however, it is not used as often as it has been historically used in East Coast and 
West Coast aesthetics. Consequently, most of the hip hop tracks are completely 
created by the music producers themselves instead of being mixed with 
previously recorded and remixed material. The lack of sampling as a primary 
musical device is definitely a departure from general hip hop aesthetics and is 
another factor in the regionalization and aesthetics of Atlanta hip hop. 
There is not a clear reason why sampling has not been as prevalent in 
Atlanta hip hop music as it is in the hip hop music of Los Angeles and New York 
City. One reason maybe that currently popular hip hop songs, regardless of 
geographical origin, tend to be less sample-based. Increasingly hip hop musical 
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tracks are being created by producers who are not DJ!s. Therefore, Atlanta hip 
hop music is simultaneously a reflection of that aesthetic shift while helping to 
challenge pre-existing hip hop aesthetics. 
Another possible reason for the minimal use of sampling is historically, 
the live DJ, as a part of a hip hop act, has not been an integral part of Atlanta hip 
hop group. Often the DJ is responsible for mixing various records within a 
particular song to develop the sampled texture of that song. The presence of a live 
DJ places the record at the center of the performance.16 Southern hip hop tends to 
be created in a record studio and then the group performs over the static track 
without a live DJ. 
Outkast and Organized Noize’s decision to produce hip hop artists is 
consistent with research that says rap artists are not usually created on their own 
but within a close knit crew or posse.17 The production team is responsible for 
developing the rap artist’s musical sound. In this case, Organized Noizc created a 
sound for both Outkast and Goodie Mob that was heavily influenced by gospel 
and soul music and not nearly as sample laden as the its East and West Coast 
counterparts. It is recognized that the utilization of gospel and soul music motif is 
in keeping with the musical culture of Southern African-American music and 
Southern culture. 
This aesthetic shift in the composition of hip hop musical tracks means 




now use a combination of live instruments and studio equipment to create the 
desired sound. As mentioned, the TR808 bass machine is a hallmark of the 
Southern hip hop sound. The TR808, a drum machine, and a keyboard are the 
basic instrumental ingredients of “Laffy Taffy,” “Salt Shaker,” and “Soul 
Survivor;” however, it is featured in all of the selected songs. 
The “Atlien” Voice 
The final theme of this analysis is the presence of the unapologetic 
“Atlien ” voice in hip hop music. This voice is evidenced by its local references, 
slang, and accent. While there are variations, all of the songs are testaments to the 
undeniable Atlanta voice. The slang, or code, employed in hip hop music is a 
manifestation of a particular aesthetic as well as creativity (See appendix, Table 
Al, Code of Hip Hop Words). There are two levels of slang in hip hop local and 
national. Most hip hop music uses some combination of the two. The chorus to 
T.I.’s “What You Know About That” demonstrate this: 
Aye 
Don't you know I got 
Key by the three when I chirp shawty chirp back 
Louis nap sack 
Where I holdin all tha work at.. . 
Loaded 44s on the low where the cheese at 
Fresh off the jet to the ‘jects where the G's at18 
In the chorus T.I. uses two words that are uniquely connected to Atlanta. The 
word “shawty” is Atlanta derivation of the East Coast word “shorty” which is 
used to refer to a woman. Then, the latter part of the verse is rife with national hip 
hop words and phrases such as “’jects” which is an abbreviated version of 
l8T.I. “What You Know About That” 
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housing projects and G’s is taken from West Coast hip hop and is short for 
gangster. All of the rappers have an unmistakable drawl that places them in the 
South. Ludacris’ has the least noticeable drawl which is logical because he is the 
only included rapper not born in the South. All the others have a strong warmth 
and color in their voice that contextualizes them in the Southern region of the 
country. 
Additionally, in four of the songs included there is either singing or the 
rapper delivering his lines in a half-sung voice as well as the call-response motif 
that occurs in southern black religion and culture in general. This could be 
considered a recapitulation of the Southern black preaching tradition that required 
that successful preachers sing as well as preach. While this element is present in 
other hip hop geographical spaces it occurs more frequently in Southern hip hop. 
Outkast’s "Roses” is an example of this. Andre 3000 balances Big Boi’s quasi¬ 
staccato delivery with his half-sung delivery of the chorus. 
The continued incorporation of the “Atlicn” voice in mainstream hip hop 
music is important to note because for much of hip hop history rappers from 
various geographical places worked hard to sound like rappers from the East or 
West Coast. Even Atlanta-based duo Kris Kross tried to sound non-dcscript, or at 
least non-Southern, on their 1993 mega-hit “Jump.” However, the success of the 
selected songs proves that the "Atlicn” voice has been incorporated into the 
fabric of hip hop music. Employing the "Atlicn ” voice in rap music makes the 
story and music itself unique from hip hop in other geographical spaces. It also 
further evidences that geography is pertinent to the music’s geographical origin 
when examining the music itself. 
The aspects of the " Atlien” voice, slang and accent manifest themselves 
in the selected songs in the following ways. Timbre is the quality of the voice and 
in the selected songs the voice has consistently been used as a lyrical element in a 
percussive musical landscape. Rappers Andre 3000 of Outkast, T.I., D4L, and 
Young Jeezy employ a warm melodic color in their voice while delivering their 
lyrics. 
Secondly, Atlanta hip hop artists have developed their own dialect and 
vernacular. Much of it is no longer regional but national. The term “crunk” was 
coined by Lil Jon, who produced and appears on “Salt Shaker,” and can refer to 
the genre or a personal attitude and has subsequently been fully integrated into the 
hip hop lexicon. More vulgar terms such as “skcct” which refers to male sexual 
ejaculation and was also coined by Lil Jon has transcended its Atlanta origins. 
The final aspect of the "Atlien" voice is its accent. While the South is 
known for its Southern drawl, Atlanta has an accent that is distinguishable 
because of its unique cadence and dialect. The Atlanta accent is not so much the 
tempo of speech as it is about the enunciation of the words. Outkast’s Andre 3000 
describes an outsider’s view of his accent, “Y’all talk funny y’all from the 
islands?/ We from Atlanta baby.”19 The Atlanta accent is perhaps one of the most 
unique characteristics of Atlanta hip hop artists’ delivery. 
l5Outkast, Speakerboxxx/The Love Below, “A Day in the Life of Benjamin Andre,” Arista 501 
2003, compact disc. 
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The meaning of the "Atlien ” voice in the selected hip hop songs is 
significant to the speaker and the audience. It is important to the speaker because 
upon the first word he utters it locates him in a specific geographical space. In this 
case, it locates him in the South and in Atlanta. The presence of the “Atlien” 
voice is also important to the listener, especially if the listener is from Atlanta, 
because the voice then becomes a voice of authenticity. This connection of 
authenticity can be a point of unity between the speaker and the listener. In other 
words, if an Atlanta artist seeks success with Atlanta audiences, it behooves the 
artist to use local references, allusions, and language to engage the audience. 
Perhaps because of this point of unity and familiarity, the ethos of the Southern 
voice exudes energy between the rapper and the audience. Through the specific 
slang and dialect of Atlanta hip hop artists the meaning and ethos of the “Atlien” 
voice are synonymous with the motif that locates the “Atlien” voice in Atlanta 
specifically. Within hip hop, scholars have asserted that black expressive culture 
is one-dimensional and utilitarian. This belief usually leaves the variations of 
? 1 black expressive culture unexamined. 
The literature indicates that hip hop aesthetics shifts and changes in each new city. 
As mentioned earlier, hip hop scholarship has proven that the postindustrial and desolate 
milieu, the few artistic and vocational opportunities for youth, the pre-existing 
breakdancing and graffiti crews, a diverse array of musical sources, and the West Indian 
dancehall influence in the South Bronx were all key elements in the formation of hip hop 
20 Kelley, 130. 
Ibid., 120. 
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culture. Los Angeles or West Coast hip hop was created under related but different 
mixture of related circumstances. The music of Compton and South Central was formed 
under the influence of New York hip hop, pervasive gang culture, and the influence of 
funk music, frequent incidents of police brutality on young black men, and few artistic 
and vocational opportunities for youth. Rose comments: “Examining how musical forms 
are shaped by social forces is important, because it brings into focus how significantly 
technology and economics contribute to the development of cultural forms.”22 
Outkast’s aesthetics did not completely follow the mold of the East or West 
Coast, nor did it follow in the tradition of Atlanta bass music. The music production 
team, Organized Noize, did the production for Outkast and their sound was not as sample 
heavy as the East and West’s sound, but rather the sound of Outkast was rife with heavy 
bass, the blues and gospel influences. Another characteristic that separated Outkast from 
their hip hop predecessors was their “Allien” drawl. Unlike Kris Kross before them, who 
had mimicked Northern accents, Outkast showcased their Southern timbre, slang, and 
drawl. And finally, they introduced Atlanta culture and references into hip hop music. 
Many of Outkast and Goodie Mob songs alluded to soul food and Southern food as well 
as local restaurants and neighborhoods. 
Discussion 
Ultimately, the general themes of popular Atlanta hip hop music are not 
drastically different from general themes of popular hip hop music in the East and West. 
"Rose, 23. 
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The largest difference is found in the minimal use of sampling and the “Allien” voice. 
However, the Atlanta based music industry on the surface, has used those two themes to 
modify pre-existing hip hop paradigms to fit their aesthetic preferences. 
Together these five theme - hedonism, hustling, polyrhythmic emphasis, minimal 
sampling, and the “Allien” voice present variation on a premise of hip hop music that 
has been used increasingly by hip hop artists inside and outside of the South. Two of the 
themes, polyrhythmic emphasis and the "Atlien” voice, have important African- 
American cultural significance because it can be inferred that the percussive emphasis of 
the music, as well as the half-sung vocal delivery, recall previous African-American 
artistic traditions such as call and response. In call and response, the caller puts out the 
call and the audience responds. The emphasis on the percussion can be directly traced to 
the importance of the African drum throughout African and African-American music.2j 
General themes of hedonism and hustling are pervasive throughout hip hop; 
however, the advent of crunk and snap music has become a niche for Atlanta hip hop 
music. Much like other genres of hip hop, there is a heavy emphasis on percussive 
elements, almost to the point of exclusion, of melodic elements.24 The rapid development 
of the Atlanta hip hop scene was aided by having at least three top tier production teams 
that drew on various forms of African-American forms of music of expression located in 
Atlanta that were also homegrown.23Morcovcr, the Southern voice with which rappers 
2’Portia Maultsby, “Influences and Retentions of West African Musical Concepts in U.S. 
Black Music,” Western Journal of Black Studies 3 (1979) 198. 
24ya Salaam, 307. 
25Rhonda Baraka, “The Billboard Spotlight on Hot ‘Lanta: The South’s Shining Star-Atlanta Has 
Become a Hub of Hip-Hop and Rock Activity,” Billboard, 27 October 2001, 42. 
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deliver their lyrics stands out against a landscape of East Coast and Midwestern sounding 
rappers. Table 4 highlights and contextualizes the identified aesthetic themes. 
There are some concerns with what these findings seem to suggest. The lyrical 
themes of the songs do not seem to fit into the concept of Pan-Africanist aesthetics 
proposed by Welsh-Asante’s Nzuri model because of the definition of Afrocentricity used 
in the model. The definition of Afrocentricity Welsh-Asante uses limits the aesthetics to 
those that are positive images of Africans and people of African descent. Consequently, 
that seems to exclude many of the misogynist expressions of the selected songs. 
However, although the lyrics do not appear to fit within Welsh-Asante’s aesthetic model, 
the music seemingly does. As it has been noted, rhythm is the centerpiece of African and 
African-derived musical forms and there is an extremely strong musical presence in hip 
hop music produced in Atlanta. 
Subsequently, the question is docs one aesthetic theme’s apparent conflict 
with Pan-Africanist aesthetic ideals negate the themes that confirm its Pan- 
Alricanist properties; perhaps, more keenly, it is an issue of deep structure of the 
music versus surface level structure of the music. The musical composition of the 
music may be the true manifestation of an African aesthetic continuum while the 
lyrics represent acculturation to local and national ideals. Table 4 examines the 
relationship between each song and Welsh-Asante’s Nzuri model and the three 
sources of African aesthetic properties spirit — the idea that everything is created 
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Table 4. The Selected Songs in the Context oïNzuri 
Song Spirit Rhythm Creativity 
"Roses" 
The lyrics of the song view the woman as only a 
potential consumer of his wealth. The melodic voice and 
rhythmic music place the song in the African and 
African American musical continuum 
The cadance and delivery of vocals 
place Outkast in Atlanta. 
The song is a narrative that presents a 
situation to the listener without 
requiring the listener to respond. 
"What You Know About That" 
The lyrics of the song have T.l. taking a somewhat 
defensive position of himself and asserts his ability to 
defend his material and popular status. 
The cadance and delivery of vocals 
place T.l. in Atlanta. 
The song is one man's view of himself 
and how he seamlessly relates to the 
world around him either by charisma or 
force. 
"Soul Survivor" 
The lyrics of the song has Young Jeezy giving an 
explanation of his life thus far and how difficult a 
hustling reality can be. 
The cadance and delivery of vocals 
place Young Jeezy in the South. 
The song is one man's attempt to 
justify past decisions. 
"Salt Shaker" 
The lyrics of this song assert male control over a 
woman's body as an object of pleasure. 
The cadance and delivery of vocals 
place the Ying Yang Twins in 
Atlanta. 
This song was created by a group of 
men to for the strip club environment. 
"Laffy Taffy" 
The lyrics of this song assert male control over a 
woman's body as an object of pleasure. 
The cadance and delivery of vocals 
place the D4L in Atlanta. 
This song was created by a group of 
men to for the strip club environment. 
"Stand Up" 
The lyrics of the song have Ludacris seeking visceral 
pleasure and encouraging others to do the same. 
The cadance and delivery of the 
vocals locate Ludacris do not 
necessarily locate him in the South 
or Atlanta. 
This song was created by a man to 
encourage pleasure. 
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is an existential manifestation of man, rhythm- the placement of the artist and the 
art within a finite communal continuum, and creativity - which includes not only 
the product but the process of creation.26 
Table 5 is an analysis of the themes gleaned from the selected songs and their 
confirmation or expansion of pre-existing East Coast/West Coast aesthetic themes. The 
apparent prevalence of hedonistic and hustling themes in hip hop music suggests that 
those themes are deeply entrenched in hip hop aesthetics. Accordingly, those themes are 
also firmly integrated into the “Atlien” hip hop aesthetic. Conversely, delivery style, 
which may have been a monolithic aesthetic theme, now seems malleable and adaptable. 
Atlanta hip hop artists seemingly have taken the pre-existing mold of hip hop and given it 
their unique “Atlien” voice. The level to which the “Atlien ” voice alters the overall hip 
hop aesthetic is debatable. 
The other important pre-existing theme that has been challenged by “Atlien ” hip 
hop aesthetics is the minimal use of sampling. Atlanta hip hop music, and Southern hip 
hop music in general, has helped stretch ideas in hip hop musical composition through 
alternatives to the sampling. Formerly, the use of the sample was the cornerstone of hip 
hop music production. Now, Atlanta-based producers including Mr. Collipark, Lil Jon, 
and Jazze Pha are known for creating their own original material for hip hop musical 
tracks. The embracing of these producers into the hip hop mainstream represents an 
important aesthetic shift. 
26Welsh-Asante, 11. 
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Table 5. Evaluation of the "Atlien” Hip Hop Aesthetic 
Theme 
Song(s) the Exeplify the 
Theme Description of Theme 
Connections to Pre-Existing Hip Hop 
Aesthetics 
Hedonism "Stand Up" by Ludacris 
The lyrics of the three songs tend to focus on enjoying 
oneself in a dub atmosphere. 'Laffy Taffy" and Salt 
Shaker" are set in strip clubs. "Stand Up' is a typical 
club anthem that encourages people to seek pleasure 
above all else. 
Hedonism is a theme that is prevasive 
throughout hip hop. While the hedonist 
themes in Atlanta hip hop music are 
intense, it is not a unique theme within the 
genre of hip hop. 
"Laffy Taffy" D4L 
"Salt Shaker" Ying Yang 
Twins featuring Lil Jon 
Hustlinq 
"What You Know About 
That?" T.l. 
The lyrics of the two song focus on the combining 
"street hustling" with being entertainers. According to 
the lyrics, there is little, if any, separation between the 
two professions. 
Hustling is a theme that is pervasive 
throughout hip hop. However, usually the 
tone is personal and not an attempt to incite 
or advocate violent behavior. 
"Soul Survivor" Young 
Jeezy 
Polyrhythmic Emphasis All of the selected songs 
The majority of the musical elements of the selected 
songs place a high emphasis on percussion over 
melody. 
Hip hop is generally known for highlighting 
percussive elements in songs. Atlanta fits 
squarely in this aesthetic paradigm. 
Miminal Samplinq All of the selected songs 
Sampling is a production technique that uses previously 
recorded material to create a new musical track. 
Hip hop music was founded on using 
samples and mixing. The minimal use of 
sampling in the hip hop music of Atlanta is 
a departure from the hip hop aesthetic 
foundation. 
The Atlien Voice All of the selected songs 
The selected songs showcase their Atlien Voice, dialect 
and accent. 
The voice of hip hop has traditionally 
sounded Northern or Californian. The 
prominence of the Southern voice in these 
songs is an important break from this pre¬ 
existing hip hop aesthetic. 
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Lastly, Table 6 places the identified model into the Nzuri model and describes 
how the themes interact with six of the aspects of the Nzuri model. While the themes do 
interact with the model of Pan-African aesthetic, the hustling and hedonistic themes seem 
to conflict with Welsh-Asante’s definition of Afrocentricity. Plowever, the model 
provides an accurate fit for the themes that describe the deeper structure, the 
polyrhythmic emphasis, minimal use of sampling, and the “Atlien” voice of the music, 
This perceived conflict could mirror a type of “double consciousness” in that African- 
Americans are becoming assimilated into American ways of life and culture on a surface 
level, but there remains strong vestiges of an African consciousness.27 This is a sensible 
deduction if the strength of the Welsh-Asantc Nzuri model is to assess the deeper 
manifestations of African aesthetics that may be more resilient to local acculturation 
including the strong polyrhythmic emphasis in “Laffy Taffy” and “Soul Survivor.” 
This study has identified five consistent aesthetic themes in popular hip hop songs 
produced in Atlanta and how those themes confirm the impact of geography on hip hop 
music. Additionally, because the lyrical themes of the selected songs arc similar to the 
themes of hip hop songs of other regions, it is not clear if the different socioeconomic 
conditions of the city of Atlanta had any direct impact on the lyrics. There are some 
important implications to these findings. The prevalent hedonist provides important 
commentary of black masculinity and femininity in African-American culture. In “Laffy 
Taffy” and “Salt Shaker” it is apparent that the black rappers are speaking to black 
women. 
27W.E.B. DuBois, The Souls of Black Folk (New York: First Vintage Books/The Library of 
America Edition, 1990), 9. 
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Table 6. Identified Themes in the Context of Nzuri 
Theme Meaning Ethos Motif Mode Function Method/Technique 
Hedonism 
Represents a group 
dynamic Hiqh enerqy 
Takes place in 
nightclub or strip club 
settinq 
Sexually explicity and 
misogynist 
Speaker is the 
encourager or enabler 
and the listener is the 
respondent 
Hedonism objective is 
achieved via partying or 
sexual acts 
Hustling 
Represents a solitary 
experience Reflective 
Recounts stories that 




Speaker is explaining 
past experiences to an 
audience 
Hustling is a quest for 
survival 
Non Sample Based 
Represents the 
generation of original 
music 
Minimalist, rhythmic, 
and bass heavy 
Rhythm is a 
cornerstone of African 
music Driving and steady 
Aids in encouraging 
listener to physically 
move or dance 









rhythms in one sonq 
Rhythm is a 
cornerstone of African 
music Driving and steady 
Grounds the music in 




localization of language 
and idiom 
Melodic and relaxed 
delivery 
A continuation of the 
Southern voice 
A variation of a 
Southern drawl 
Reinforces speakers 
authencity as a voice of 




listener and speaker 




The explicit language and subject of strippers and their male patrons can simultaneously 
reinforce intersecting oppressions. American society and culture arc often fascinated 
with issues of body politics where the idea of sexual normalcy is constructed on 
perceptions of black hyper-sexuality. Although the conversation in “Laffy Taffy” and 
“Salt Shaker” are between a black man and a black woman, the conversations also takes 
place in the larger context of American popular culture. Given society’s view of black 
masculinity and femininity, the lyrics of these songs, if not in their intent but in their 
effect, represent a continuation of society’s perception of black hyper-sexuality. 
Sociologist Patricia Hill Collins explains: 
. . .black people in hip-hop culture signal a reworking of historical 
representations of Black masculinity, ironically, by using those very same 
representations in new ways. Historically, African American men were 
depicted primarily as bodies ruled by brute strength and natural instincts, 
characteristics that allegedly fostered deviant behaviors of promiscuity and 
violence. The buck, brute, the rapist, and similar controlling images 
routinely applied to African American men all worked to deny Black men 
the work of the mind that routinely translates into wealth and power/0 
The irony of this phenomenon is that these songs directly represent economic gain for the 
male rappers and can indirectly represent economic gain for the strippers through 
increased popularity of strip clubs. 
The images of hyper-sexuality and entertainment in the hedonism of the lyrics can 
be inferred as a continuation of African-Americans perpetuating acceptable roles of 
entertainment within American popular culture. Perhaps interviewing the artists as well 




as the objects of their music would reveal if the lyrics are an authentic representation of 
the artist’s beliefs or if the lyrics merely serve as a caricature of societal mores. 
The emphasis on hustling in the lyrics is also closely tied to images of black 
masculinity. The preoccupation of being a hustler, or an outlaw, is directly connected to 
the mainstream perceptions of black men and those forces that exclude them from the 
type of conventional mental work that produces wealth. Consequently, the assumption 
becomes athletics, hip hop, and street hustling as the acceptable avenues for black 
masculine aggression and achievement. Collins expounds on this idea: 
The image of the Black male hustler works with historical notions of 
African American men as too lazy to work and in need of the 
domesticating influences of slavery, sharecropping, boot camp, and prison. 
Representations of hustlers suggest that African American men would 
rather live off of other people, very often women, than go to work. The 
theme of charisma is paramount here, the notion of style that a hustler 
brings to his endeavor. . .Tying the concept of black men as sexual 
predators so closely with ideas about normative black masculinity raises 
the stakes dramatically within Black heterosexual relationships/1 
The ideas of black men as hustlers and as hyper-sexual beings are not separate. Indeed, 
even in the music the two ideas are united. In T.I.’s song, “What You Know About That,” 
he addresses the ease with which he attracts women as evidence of his hustling abilities. 
Don't wanna fight me bruh 
I'm fast as lightning bruh ya belter use ya Nike's bruh 
Know you don't like me cause 
Yo b*tch most likely does 
She see me on them dubs 
In front of every club 
I be on ‘dro I'm buzzed32 
Given America’s predilection for black hyper-sexuality, it is interesting to 
observe that this music is being created in the South, which was the physical location of 
31 Ibid., 162. 
32T.l. “What You Know About That.” 
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the origins of black sexuality in the United States during slavery. The lyrics of “Laffy 
Taffy” and “Salt Shaker” represent a return to the geographical origins of the constructs 
of black femininity and black masculinity. Except in hip hop, those constructs are 
perpetuated by African-Americans instead of merely projected by white patriarchs. 
Perhaps this occurs in the lyrics because the hip hop music is perceived, by the rappers 
and its audience, as a safe cultural space to begin to negotiate black sexual politics. 
Even the literal voice with which the rappers communicate their lyrics represents 
the return of hip hop music to a Southern space. Generally, a Southern drawl is defined 
as, “Usage of the colloquial pronunciations of the English languages spoken by those 
from the Southern United States.” The “Allien” voice combined with the half-sung 
delivery of the lyrics of “Laffy Taffy” and the spontaneous grunts and utterances heard in 
all of the selected songs places the music in the continuum of African-American oral 
tradition.j4 However, the existence of the “Atlicn ” voice in the genre of hip hop is 
aggressive in that it asserts the South’s position in a largely East Coast paradigm. The 
resulting tension between the “Atlien ” voice and its northern counterparts is a 
recapitulation of strain of northern and southern blacks since the great migration of the 
early twentieth century. 
Finally, the musical composition of the music, specifically the polyrhythmic 
emphasis, audibly anchors the music in the African-American musical experience. The 
minimalist production technique employed in snap and crunk music strongly evidences 
African retentions in black music. Ethnomusicologist Portia Maultsby describes the 
"The Urban Dictionary, “Southern Drawl,” 
http://www.urbandictionarv.coin/define.php?term=Southern+Draw1 (accessed May 21,2006). 
j4Maultsby, 205. 
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interaction between the various rhythmic elements this research has identified in the hip 
hop music of Atlanta. She comments: 
They [musicians], in reproducing vocal sounds on instruments, explored 
alternative methods for tone production and sound effects. Muting, sound 
distortion through physical manipulation, and use of external devices 
became commonplace among black performers. . .Since much of black 
music emerges from an emotional and polyrhythmic foundation, 
instrument selection in based on range, timbre, and potential ability to be 
played in a percussive manner. . .The bass provides a melodic and 
rhythmic foundation from which other instruments derive their melodic, 
harmonic, and/or rhythmic patterns. . .The piano, organ and the rhythm 
guitar complement each other by alternating between melodic and 
harmonic patterns of different rhythmic orientations. . .In sparsely or 
unaccompanied songs the voice of the instrument assumes the role of 
missing instruments.35 
Hip hop music of Atlanta is largely rhythmic and its preoccupation with rhythm 
can be inferred as a return to a more unadulterated African musical retention. 
In conclusion, "Atlien” hip hop aesthetics are a hybrid of pre-existing 
East/West Coast hip hop influences articulated through a local "Atlien” voice. 
The appropriation of the hip hop aesthetics results in perverse commentary on 
black masculinity and femininity in a certain aspect of black Atlanta life. The 





The goal of this research was to investigate the importance of the 
relationship between geography and hip hop aesthetics. Music is not created 
inside of a vacuum, separate from its environment and surrounding culture. Hip 
hop music is no exception to this rule and the popular hip hop music of Atlanta is 
no exception. 
Hip hop scholarship has proven that hip hop is a malleable and adaptable 
musical form that can and should be appropriated for a local culture while still 
remaining essentially, hip hop. However, current hip hop literature does not fully 
examine the aesthetic shifts hip hop music has undergone in an era of hip hop 
regional proliferation. Consequently, six commercially successful hip hop songs 
created by Atlanta hip hop artists were selected and scrutinized through the lens 
of Adam Krims theory of rap musical poetics. 
The scholarly literature on hip hop aesthetics makes a compelling case for 
studying hip hop in the context of geography. Atlanta is an ideal site for such 
investigation because of its almost fifteen year hip hop history and the success of 
its artists. Although few Atlanta hip hop artists have been scholastically profiled 
and the diversity of Atlanta’s hip hop artists have not been wholly examined. The 
history of hip hop in Atlanta is important because it demonstrates that the 
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established hip hop aesthetic themes in Atlanta hip hop music are not recently 
formed but have been shaped and influenced for over a decade. 
The result of this research was five identifiable themes in popular Atlanta 
hip hop songs which were: hedonism, hustling, minimal use of sampling, 
polyrhythmic emphasis, and the “Atlien” voice. Hip hop from a city like Atlanta 
has to be different from hip hop in other cities for several reasons. The primary 
peculiarity is because Atlanta is a Southern city as opposed to New York or Los 
Angeles. There is a historical cadence that has been persevered in the Southern 
voice that is reflected in the music Atlanta hip hop artists have created. However, 
Atlanta is also a juxtaposition of vestiges of older Southern ideals while 
simultaneously being influenced by the prosperity of African-Americans who 
have settled here as a result of a reverse migration. 
The selected sample was probably more pedestrian than other forms of 
less commercial Atlanta hip hop music. Future research should include various 
samples of these songs to examine for a matching aesthetic model. However, in 
the selected sample identified themes have reinforced pre-existing hip hop 
aesthetics, the hedonist, hustling, and polyrhythmic emphasis, and redefined 
mainstream hip hop aesthetics, minimal use of sampling and the presence of the 
“Atlien” Voice. This can be interpreted as Atlanta hip hop artists choosing to 
literally use their own voice and their own music to reiterate the stories and lyrical 
themes that are pervasive throughout hip hop music. 
This research uncovered the reverberating themes of negotiating black 
masculinity and femininity within the theme of hedonism with a strong 
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correlation between issues of black sexuality and hustling. While hip hop attempts 
to deal with those complicated realities, the music itself has returned to the 
rhythmic origins of black music in America. The researcher finds it more than 
coincidental that the nexus of these phenomena occurs in the South because the 
South was the ancestral home of black life in the United States. 
Consequently, the music itself manifests a type of double consciousness. 
The lyrics seek to analyze and comment of the place of black femininity and black 
masculinity in American popular culture while the music is essentially African. 
This is consistent with Welsh-Asante’s concept of surface structure African 
aesthetics and deep structure African aesthetics. Portia Maultsby describes the 
transmutation of African retentions in black American music as, “The 
manifestations of West African concepts in folk and urban forms of black music 
that vary in intensity and use. The manner in which these concepts were retained, 
reinterpreted, or revived for over three centuries was dependent of the social 
organization lifestyles of blacks.”1 
This research served as a needed step on the way to a more thorough 
analysis of the aesthetics of Atlanta hip hop music. Further, research should 
include a greater sample of Atlanta hip hop music and more exploration into the 
music and the socioeconomics of Atlanta. It is important to note that within the 
Southern hip hop region, these aesthetic themes may not be exclusive to Atlanta. 
Further, research should include interviews with the creators of Atlanta hip hop 
music to assess their intent and motive behind creating the music. Their insight 
would determine if the music is merely their caricature of black reality or an 
'Maulstby, 206. 
98 
accurate depiction of their lived experience which would better speak to the role 
of the music within the culture. 
In conclusion, perhaps the emergence of Atlanta rap music aesthetics signals hip 
hop music’s return to fundamental issues of the black experience in America. Within the 
themes of hustling and hedonism, rappers and strippers are negotiating (perhaps 
subconsciously) issues of black sexuality that have haunted black Americans since 
enslavement. This type of expression may have taken root in Atlanta, which is perceived 
as a “Black Mecca,” which is unlike previous hip hop epicenters such as New York and 
Los Angeles. This relieves some of the compulsion for rappers to limit their subjects to 
harsh street and socioeconomic realities and instead explore subjects of leisure and 
pleasure. Additionally, the music itself represents a return to the basic rhythms of African 




The goal of this research was to investigate the importance of the 
relationship between geography and hip hop aesthetics. Music is not created 
inside of a vacuum, separate from its environment and surrounding culture. Hip 
hop music is no exception to this rule and the popular hip hop music of Atlanta is 
no exception. 
Hip hop scholarship has proven that hip hop is a malleable and adaptable 
musical form that can and should be appropriated for a local culture while still 
remaining essentially, hip hop. However, current hip hop literature does not fully 
examine the aesthetic shifts hip hop music has undergone in an era of hip hop 
regional proliferation. Consequently, six commercially successful hip hop songs 
created by Atlanta hip hop artists were selected and scrutinized through the lens 
of Adam Krims theory of rap musical poetics. 
The scholarly literature on hip hop aesthetics makes a compelling case for 
studying hip hop in the context of geography. Atlanta is an ideal site for such 
investigation because of its almost fifteen year hip hop history and the success of 
its artists. Although few Atlanta hip hop artists have been scholastically profiled 
and the diversity of Atlanta’s hip hop artists have not been wholly examined. The 




Chronology of Atlanta Hip Hop Milestones 
The following chronology highlights some of the important hip hop albums 
released as well as other music-related events in Atlanta. 
1987 
♦> King Edward J and his crew are the first to begin circulating hip hop mixtapes in 
Atlanta 
1989 
♦> LaFace Records founded by Antonio “L.A.” Reid and Kenneth “Babyface” 
Edmonds 
1993 
♦> LaFace Records releases Outkasf s debut album, Soulhernplayalisticadillacmusik 
1994 
❖ So So Def Records founded by Jermaine Dupri 
❖ Atlanta’s annual Freaknik Festival, which features and breaks much of Atlanta 
urban talent, reaches its peak. 
1996 
*** World Olympic Games held in Atlanta which spawns increased business and 
commerce development in Atlanta 
1997 
<* Lil Jon and the Eastside Boyz release their first regionally successful single, 
“Who You Wit” 
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1998 
♦> Jermaine Dupri releases his first solo album, Life in 1472 which goes platinum. 
2000 
♦> Def Jam South releases Ludacris’ debut album Back for the First Time 
♦> L.A. and Babyface sold their remaining interest in LaFace to Arista and L.A. became the 
head of Arista Records in New York. 
<♦ Outkast releases their fourth album, Stankonia which, until 2000, was there major 
crossover success. Stankonia sold four million copies. 
2003 
Outkast releases Speakerboxxx/The Love Below, which sells over ten million albums and 
earns Outkast a Grammy award. 
2005 
*t* Inaugural Dirty South Hip Hop Awards 
* Inaugural Vibe Music Fest held at the Georgia Dome features: Sean “P. Diddy” Combs, 
Kanye West, T.I., Ludacris, Big Boi, and Lauryn Hill. 
Mayor Shirley Franklin selects hip hop producer, Dallas Austin to produce the official 
song of Atlanta. 
2006 
The film ATL, a coming of age story filmed in Atlanta is released nationally. ATL 
features, T.I. and Big Boi. 
Table Al. Code of Hip Hop Words 
Word or Phrase Atlien or National Meaning Example of Usage 
Ballin National Affluent 
"She said "Pardon me, are you 
ballin'?"" 
Chirp Atlien To reply "When 1 chirp shawty chirp back" 
Grey Goose National A brand of vodka "And sip dat grey goose" 
G's National 
Popularized by gangsta rap 
where "G" is short for gangster 
"Fresh off the jet to the 'jects 
where the G's at” 
jects National Housing projects or ghetto 
"Fresh off the jet to the ‘jects 
where the G's at" 
Name Dropping National 
To deliberately mention 
names of celebrities as to 
insinuate a personal 
connection with the 
aforementioned celebrities 
"But game been peeped, 
dropping names she's weak" 
Peek Game National 
To understand another's 
ulterior motives 
"But game been peeped, 
dropping names she's weak" 
Shake it Like a Salt Shaker Atlien 
A dance where a woman 
shakes her buttocks 
vigorously as to resemble the 
movement of a salt shaker 
beinq shaken. "Shake it like a salt shaker" 
Shawty Atlien 
A Atlanta version of "shorty" 
which refers to a woman "When 1 chirp shawty chirp back" 
Sixty-nine National A sexual position 
"Been sixty-nined plenty of times 
to pay a (bill)" 
Skeet Atlien Male or female ejaculation 
"Skeet so much they call her Billy 
Ocean" 
A kick do' Atlien To kick one's door down 1 still pull a-kick-do' 
50 on a pinky ring National 
Probable reference to a 
$50,000 pinky ring 
"50 on the pinky ring just to make 
my fist glow" 
G-Code National 
Code of ethics in a particular 
street community 
Thought 1 was a juvenile stuck to 
the G-Code 
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